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Abstract 
 The present thesis examines the postcolonial content in the select plays of 
Badal Sircar thematically as well as technically. Badal Sircar was a renowned first-
generation Bengali dramatist of post-colonial India. His career as a literary genius 
covers more than half a century. He started writing plays in the early 1950s which 
continued till the first decade of the twenty-first century. The range of his creative 
writings is versatile and he wrote more than fifty five plays on diverse themes. He 
directed plays and wrote a novel as well. Badal Sircar was a civil engineer by 
profession. He used to do theatre as an amateur artist but in 1977 while working with 
Calcutta Metropolitan Planning Organisation and the Comprehensive Area 
Development Corporation, he came in contact with rural India. The pitiable condition 
of farmers and their causes forced Sircar to resign from his job in order to dedicate his 
entire time to theatre. He developed his own theatre technique called ‘The Third 
Theatre’ so that he could formulate an inexpensive and portable theatre form which 
could reach the common masses to make them aware of the injustices they are 
subjected to and create in them a sense of responsibility in order to bring about a 
revolutionary change in society. The present thesis consists of seven chapters 
including the Introduction and Conclusion. Four plays of Badal Sircar have been 
analysed from the postcolonial perspective in this study. 
The first chapter “The Origin and Development of Indian Drama and Badal 
Sircar” deals with the divine origin of drama from the Vedas as described by Sage 
Bharata in his The Natyasastra. It has been suggested by Prof. Albrecht Weber that 
Indian drama came into existence under the influence of Greek drama since after the 
conquest of India by Alexander the Great, India came into intimate contact with 
Greek culture. This view is supported by the performances of Greek plays in the 
courts of the kings of Baktria, Gujrat and Punjab after the advent of Alexander in 
India. Greek origin of Indian drama is also supported by the word yavanika used in 
connection with theatre which originated, according to E. Windisch, from the word 
Yavana—a name for Greek invaders said to be used by Indians in ancient times which 
came into Sanskrit usage in due course of time. But in reality the word yavanika 
originated from the Sanskrit word yamanika from the root yam meaning to bind or fix. 
According to Hemendra Nath Das Gupta, the use of this word can be traced to the 
plays of Rajshekhar of the twelfth century and is not found in the plays of Bhasa, 
Bhavabhuti, Sudraka and Kalidasa, the early masters of Indian drama. But the second 
view that supports the divine origin of drama from the Vedas is defended and justified 
by scholars and critics, such as A. Berriedale Keith, E. P. Horrwitz, Hemendra Nath 
Das Gupta and Pandit Haraprasad Sastri. These scholars opined that The Natyasastra 
is the oldest and most authoritative treatise on Indian dramaturgy. The Natyasastra is 
in the form of dialogues between the author and a group of sages who wished to know 
about The Natyaveda–the knowledge of the performing arts, such as dance, music and 
drama. The book consists of 5,569 sutras or verse-stanzas spread over thirty-six 
chapters. The teachings of drama, poetry, dance, music, painting, sculpture and 
architecture are described in the first chapter. The themes, the procedure of the 
performance of puja, kinds and usages of vrtti-s, rasa-s, bhava-s, alamkara-s, and 
sandhi-s; essential elements of the dramatic diction, types of playhouses, gestures of 
the main and subordinate parts of actor’s body on stage, costumes, props, make-up, 
décor, types and nature of plays, types of the male and the female characters and 
several other features necessary for the production of a play, as mentioned in The 
Natyasastra, are dealt with in this chapter. A description of the descent of drama from 
Heaven to earth, as available in The Natyasastra, is also discussed in the first chapter. 
Then the chapter focuses on the development of Indian drama from Asvaghosa who 
flourished in the 1st or 2nd century A.D. up to drama after independence. The origin 
and development of Bengali drama is also taken up in this chapter. The reason behind 
describing the origin, characteristics and varieties of Indian drama is that while 
developing his own theatre form, Badal Sircar was greatly influenced by Indian or 
Sanskrit and folk drama forms. The scenario of dramatic art and performance in India 
had changed after independence and the regional theatres started growing and 
developing rapidly but most of them followed the techniques of proscenium theatre. 
The chapter also discusses how Badal Sircar also began his career as a dramatist with 
the proscenium theatre and how he became disillusioned with it because this theatre 
form was unable to fulfill his aim. He was the champion of the down-trodden and 
subaltern groups of society and his main concern was to make them aware of their 
suppressed condition. This is the reason why he, relying on the strength of theatre, 
decided to convey his message through it. But proscenium theatre disappointed him 
and he invented his own theatre technique. Sircar’s anger against colonial rule and its 
ill effects on Indian people forced him to adopt neither their theatre form nor their 
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language. So, he established his own theatre form and called it the Third Theatre and 
wrote his plays in his mother-tongue. All these aspects have been dealt with in detail 
in chapter one. 
The second chapter “Trends in Postcolonial Studies and Badal Sircar” is a 
study of major theories and trends of postcolonial studies worldwide in general and in 
India in particular. This chapter discusses what postcolonialism is and how this term 
is defined and used by different theorists and critics such as, Jane Hiddleston, Bill 
Ashcroft, Gareth Griffiths, Helen Tiffin, Elleke Boehmer, C. L. Innes and Taisha 
Abraham. It is also highlighted that postcolonialism is not limited to the political, 
economic and cultural domination of the ex-coloniser on the ex-colonised but 
includes questions of race, class and gender as well. The theories and viewpoints of 
prominent theorists and scholars like Edward W. Said, Leopold Senghor, Aime 
Cesaire, Ngugi wa Thiong’o, Homi K. Bhabha, Frantz Fanon, Gayatri Chakravorty 
Spivak and Ranjit Guha are also discussed. Then the focus of this chapter is on how 
the writers of various ex-colonies express the nature of exploitation by the coloniser 
and its effects both during colonial and post-colonial periods through their literary 
writings. The writings of various South African, Australian and Indian novelists, poets 
and dramatists are briefly dealt with in this chapter. Chinua Achebe, Bessie Head, 
Edward Kamau Brathwaite, Nelson Mandela, Dennis Brutus, Bernard B. Dadie, 
Derek Walcott and Wole Soyinka are the prominent writers of Africa and Nigeria, 
examined in the chapter. The writings of Australian writers such as Patricia Grace, 
Sam Watson, Kim Scott, Judith Wright, Jack Davis and A. D. Hope are also discussed 
in this chapter. Khushwant Singh, Bharati Mukherjee, Salman Rushdie, Meena 
Alexander, Bama, Bapsi Sidwah, Shiv K. Kumar Nissim Ezekiel, Asif Currimbhoy, 
Habib Tanvir, Girish Karnad, Vijay Tendulkar, Mahashweta Devi and Uma 
Parameswaran are significant novelists, poets and dramatists whose literary creations 
have also been dealt with in brief in the second chapter from the point of view of 
postcolonialism. Indian theatre’s successful presentation of the adverse effects of 
colonial rule, delineation of the conflict between the present and the colonial past; 
ancient and modern; civilisation and materialism; and the meaninglessness of 
existence and the love for tradition by various dramatists of post-independent India 
are also taken up in this chapter. The themes and techniques used by post-
independence Indian dramatists are also examined as well, in order to show how and 
3 
why Badal Sircar’s plays and his techniques are different from the plays and 
techniques of his contemporaries. This chapter also describes Badal Sircar’s efforts to 
develop his own theatre group Satabdi. The reasons for the formation of his own 
theatre form, the Third Theatre, which was an outcome of a long thinking process and 
passed through different stages, have also been discussed. The Third Theatre, as a 
mixture of Indian folk dance and drama forms such as Jatra, Tamasha, Bhawai, 
Nautanki, Kathakali, Chhou and Manipuri and of Western experimental theatre forms 
such as the theatre-in-the-round, Joan Littlewood’s theatre in London, Yuri 
Lyubimov’s Taganka Theatre, Cinoherni Klub Theatre, Pantomime of Jari in Prague 
and Jerzy Grotowski’s Theatre Laboratory in Wroclaw, is also analysed. Sircar’s most 
important contribution; that is, the performance of his plays both in Anganmancha 
and Muktamancha is also discussed. He attempted to perform in Muktamancha or the 
open air because he was committed to do theatre in order to make the common people 
aware of their exploitation and to encourage them to bring about revolutionary 
changes in the prevailing socio-economic conditions. This is the reason why he 
performed plays in such a way that common people may be provided the opportunity 
to see these plays, even those who cannot come to see the performances in theatre 
halls. Sircar’s plays largely express his protest against the exploitation of the subaltern 
groups, the division of society into the rich and the poor, and the capitalist economic 
system. All these aspects and his firm belief in Karl Marx’s theory of communism are 
also discussed in the second chapter.  
The third chapter, “Processions of Exploitation and Resistance: A Postcolonial 
Study of Badal Sircar’s Procession” demonstrates the destructive financial and 
cultural effects of colonial rule and the exploitative policies of the coloniser which 
ruined the life of the common people of India and forced them to protest against the 
oppressive rule. In this chapter, the play Procession has been analysed, focusing on 
the postcolonial elements primarily at two levels; firstly, from the point of view of 
themes and secondly, from the point of view of techniques. Procession deals with 
corruption, socio-political violence, the adverse effects of technology and the kind of 
civilisation and culture brought by the coloniser, class struggle, use of ideology by the 
ruling class to exploit the working classes and with several other problems of 
contemporary society, taking into consideration the theories of Louis Althusser, 
Frantz Fanon, John Fiske and M. K. Gandhi. At the level of technique, the play has 
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been examined as a product of Sircar’s concept of the Third Theatre. The play has no 
distinct or well defined characters, plot or story line. It is circular and open-ended. 
The theme is reinforced through repetitions. The plot of the play is a collage of 
different episodes. Sircar adopted the technique of collage because he wanted to bring 
about changes in society by raising various issues in a single play and put it before 
spectators in a short period of time. It was in the early 1970s, that the idea of making a 
play on Calcutta in the form of a collage came to his mind. He discarded the usual 
story element and adopted the form of a collage because in his opinion if a play 
follows the story line the spectators become so absorbed in it that they lose their 
ability to think rationally. The play as a rural-urban link, which is also an important 
feature of Sircar’s Third Theatre, has also been discussed in this chapter. The seating 
arrangement of the play suggests that the emphasis is on audience participation and 
direct communication. The anti-proscenium nature of the play which includes the 
discarding of stage and costumes, make-up, arc, and light effects are also analysed as 
significant characteristics of the Third Theatre technique.  
The fourth chapter, “Urban–Rural Dichotomy as a Colonial Legacy: A 
Postcolonial Study of Badal Sircar’s Bhoma” highlights the problems of those who 
belong to the lower strata of society, the working class comprising labourers, factory 
workers and poor peasants. In the play, Bhoma is not just a character, he is a 
representative of the group who is subjugated and wants to bring revolution in society 
so that the people might improve their condition. He also personifies the geographical 
terrains such as forests, paddy fields and villages. Through this play, Sircar also wants 
to highlight their lack of access to the means of production and how their energies and 
labour capacities are consumed by those who govern them and eventually how they 
find themselves subject to exploitation. There are some other interlinked themes in 
Bhoma, such as the problem of moneylending and its effect on agricultural 
development, the government’s neglect for the growth of agriculture, exploitation of 
the weaker group by the stronger, destruction of small industries by the big, 
communalism, the loss of love, inhumanity, materialism, ‘I’ centeredness, the 
catastrophic effects of atomic weapons, the disasters of flood and famine and the 
differences between the cities and the villages. All these themes are examined in the 
light of postcolonial theory. The chapter also attempts to trace the reasons of the 
miserable condition of the poor masses due to the oppressive policies of the colonial 
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rulers. Sircar was full of anger against the division of Indian society into the rich and 
the poor on one hand and into the urban and the rural on the other, and the disparity 
between the rich and the poor and the rural and the urban population in India. This, in 
his opinion, was the result of the capitalist economic system and industrialisation 
introduced in India by the British colonisers. He opposed capitalism and firmly 
believed in Karl Marx’s theory of communism which appreciates the virtue of labour 
in society. In this play as well, almost all the technical aspects of the Third Theatre are 
present. As a Third Theatre play, Bhoma is said to link rural and urban spaces. In this 
chapter Bhoma has also been analysed as a collage of various disconnected episodes. 
Bhoma as a composition of many detached scenes, written over a period of three years 
is also dealt with in this chapter. The long thinking process and the participation of all 
the members of Sircar’s theatre group Satabdi in the making of the play is also 
focussed upon in this chapter. The chapter examines the anti-proscenium nature of the 
play highlighting its portability, flexibility, inexpensiveness, minimum use of stage 
paraphernalia, make-up, performance of different roles by the same actor in different 
scenes, stichomythic, short and repetitive dialogues and the extensive use of the body 
to express different scenes and images. That Sircar conducted workshops to get rid of 
inhibitions on the part of the actors, which is an important feature of the Third 
Theatre, is also highlighted in this chapter. Thus, Sircar presents in Bhoma and 
through Bhomas the lovelessness and self-centeredness of individuals as well as the 
oppression of peasants, workers and villagers of post-colonial India.  
In the fifth chapter, “Remembering the Colonial Past: A Postcolonial Study of 
Badal Sircar’s Indian History Made Easy”, the oppression and the oppressive 
strategies implemented by the coloniser are revealed. This chapter also focuses on the 
hegemonic control, anti-colonialism, neo-colonialism and the play of knowledge and 
power considering the views of Antonio Gramsci, Kwame Nkrumah, Edward Said 
and Michel Foucault as well as Karl Marx’s writings on India. It has also been pointed 
out that Marx never criticized British rule of India directly, though he condemned it 
indirectly, because in his opinion the British expanded their rule to develop their 
capitalist economy which promoted the division of society into the privileged and the 
underprivileged and the exploitation of the underprivileged. Badal Sircar was a strong 
supporter of Marx’s ideas. The subordination of Indian people by making them 
believe that the interest of the British coloniser is the interest of all is also discussed 
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here. In this chapter, one of Sircar’s experimental theatrical techniques; that is, the 
form of classroom teaching, utilised by him in this play to convey his message to the 
common people in an easy and interesting way, is focussed upon. The anti-
proscenium nature of the play, techniques adopted for the maximum participation of 
the audience, anti-commercialism, the form of collage, more than one role performed 
by one actor, brevity of dialogues and presenting a situation through words and 
physical gestures are some of the features of Sircar’s Third Theatre that have been 
explored in the fifth chapter. 
The sixth chapter, “Colonial and Post-Colonial Subalternisation of the Native: 
A Postcolonial Study of Badal Sircar’s Stale News” is concerned largely with the 
subjugation and suppression of the Santhal people, one of India’s marginalised ethnic 
groups, and their struggle against this, during the British period. The chapter also 
focuses on the inequality, oppression and exploitation of other subaltern people in 
independent India to show that there is no change in the condition of the subalterns 
even after India regained freedom which is one of Sircar’s main concerns in the play 
Stale News. The revolt of the Santhals against exploitation, in the light of Ranajit 
Guha’s notion of historiography in colonial India has been delved into in this chapter. 
In Guha’s opinion, historiography during colonial rule was elitist and exclusionary in 
its choice of historical subjects. This elitist historiography failed to acknowledge the 
contributions made by the common people or the subaltern groups to the nationalist 
movement. Thus the biggest flaw of this elite historiography is that it neither 
understands nor accepts the contribution of the common masses to the nationalist 
movement. Their insurgent activities were classified as law and order problems or the 
provocation of elite leaders. Guha established the Subaltern Studies group with the 
aim of giving recognition to the contribution of the subaltern groups to the nationalist 
movement, because the contribution of the subaltern groups was invariably 
overlooked in studies of political and cultural change and because colonial 
historiography focused only on elites and elite culture. In this chapter, the play Stale 
News has been analysed in keeping with the above mentioned notions of describing 
the mobilisation of the Santhals from their perspective and giving recognition to their 
efforts for uprooting the British from their land. The self-sufficient life of the Santhal 
people was destroyed by the British coloniser in different ways such as by introducing 
a group of money-lenders. Thus, the Santhals revolted against the exploitation by the 
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British coloniser and fought bravely to regain their rights. Stale News has also been 
analysed in the present chapter keeping in mind the characteristics of the Third 
Theatre form. Consequently, it can be said that the play is also a mode of resistance, 
from the postcolonial point of view, since it “disestablishes European norms of 
literary and artistic values.” The form of collage, involvement of all the members of 
Satabdi, anti-proscenium nature, audience participation, direct communication, 
brevity of dialogues and use of body and voice to depict different situations instead of 
props, tape recorders and plastic elements are some of the techniques of the Third 
Theatre explored in this chapter.    
The present study of Badal Sircar’s plays has been concluded with the view 
that Sircar successfully utilised theatre as a medium to make the common people 
aware of the existing problems in society. Sircar wrote and performed his plays by 
adopting the Third Theatre techniques to make the ordinary people aware of their 
victimization and create in them the responsiveness which can inspire them to break 
the shackles of exploitation and bring about revolutionary changes in society. Sircar, 
to some extent, was successful in his mission as well. His plays are postcolonial since 
they not only question, but also negate the Euro-centric vision of India and Indians. It 
has also been concluded that his plays highlight the formation of the colonial and 
post-colonial subject within colonial discourse according to which Europe and 
European history, language, literature and technology are projected by the Europeans 
as superior and central. The violence of colonization and resistance has been focussed 
upon in a large number of Sircar’s plays in a pronounced manner. Some of Badal 
Sircar’s plays are a rewriting of the history of the colonised land from the point of 
view of the native population. Categories of difference such as the notion that the 
British are superior, civilised and modern and the Indians are inferior, savage and 
primitive are focussed upon by him. It is also deduced that by writing in Bengali and 
not in English, Sircar resisted the linguistic domination of the coloniser. Sircar’s Third 
Theatre plays function as a mode of resistance because they challenge and 
















Dr. Raihan Raza 
Associate Professor 
Department of English  






This is to certify that Ms. Kulsoom Fatima has worked on the 
topic “Select Plays of Badal Sircar: A Study of the Postcolonial 
Content” for her Ph.D. under my supervision. 
To the best of my knowledge, her work is original, worthy of 
submission for the award of Ph.D. degree. 
 
 





First of all, I thank almighty God for bestowing me with strength to fulfil this 
task to my satisfaction.  
I take this opportunity to express my gratitude to my learned and energetic 
supervisor Dr. Raihan Raza, Department of English, Aligarh Muslim University, 
whose valuable suggestions, constructive criticism, constant encouragement and 
support helped me to complete my work. 
My special thanks are due to Dr. Vibha Sharma, Department of English, 
Aligarh Muslim University, for constructive advice and help. I am extremely grateful 
to Professor Syeda Nuzhat Zeba, Department of English, Aligarh Muslim University, 
for extending wholehearted support in my doctoral research. 
This work would not have been possible without the cooperation of Ms. 
Mahmuda Nongjai whose scholarly and insightful inputs helped me a lot. Thanks are 
also due to my seniors Dr. Sohel Aziz, Dr. Yusuf Ansari and Ms. Elham Fatma for 
their valuable suggestions.  
I also thank to Mr. Khan Parvez Rafi, Seminar Librarian, the office staff of the 
Department of English, and the staff members of Maulana Azad Library, Aligarh 
Muslim University, for their assistance. I am extremely grateful to The National 
Academy for Music, Dance and Drama, New Delhi and the National School of Drama 
Library, New Delhi for providing me necessary materials on Badal Sircar’s works. 
I am obliged from the core of my heart to my father Dr. Mohammad Shabbar, 
my mother Mrs. Saeeda Hasan and my aunt Mrs. Narjis Khatoon for their invaluable 
love, encouragement and inspiration. I convey my deep love and thanks to my elder 
brothers Mohammad Abbas Mehdi, Dr. Mohammad Murtaza Mehdi and Dr. 
Mohammad Ali Mehdi and to my sisters in law Mrs. Sarmaya Abbas and Mrs. Sahar 
Fatima for their valuable suggestions and encouragement. I also express my gratitude 
to my friends Mr. Abhishek Sharma and Ms. Suhaina Bi for their support. 







Chapter 1 Introduction: Origin and Development of Indian  
 Drama and Badal Sircar 1 - 31 
 
 
Chapter 2 Trends in Postcolonial Studies and Badal Sircar 32 - 73 
 
 
Chapter 3 Processions of Exploitation and Resistance: A  
 Postcolonial Study of Badal Sircar’s Procession 74 - 105 
 
 
Chapter 4 Urban-Rural Dichotomy as a Colonial Legacy:  
 A Postcolonial Study of Badal Sircar’s Bhoma  106 - 137 
 
 
Chapter 5 Remembering the Colonial Past: A Postcolonial Study  
 of Badal Sircar’s Indian History Made Easy 138 - 169 
 
 
Chapter 6 Colonial and Post-Colonial Subalternisation of the  
 Native: A Postcolonial Study of Badal Sircar’s  170 - 198 
 Stale News 
 
 
Chapter 7 Conclusion 199 - 209 
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Introduction: Origin and Development of Indian Drama and              
Badal Sircar 
Drama is the reflection of life in many ways and can also be said that it plays a 
significant role in making people aware of their present as well as the past. It has been 
aptly said that, “The stage constitutes a very important chapter in the social and 
political history of a people, and the bend of national genius cannot be fully 
comprehended without its study. . . . it is no exaggeration to say that a ‘nation is 
known by its theatre’” (Gupta i). The beginning of dramatic art in India has been 
traced back to more than two thousand years ago. Suniti Kumar Chatterji in his 
Introduction to Indian Drama throws light on the journey of drama in India in the 
following words, “. . . starting from a few centuries before Christ right down to the 
end of the classical period of Indian history, that is up to the advent of the conquering 
Turks and the establishment of a Muslim State in North India, drama has been one of 
the finest expressions of Indian culture” (5). 
A study of the growth and development of drama in India makes it clear that it 
has been an advanced literary genre since ancient times. Broadly speaking, there are 
two views about the origin of Indian drama. According to one, Indian drama came 
into being under Greek influence. The other view is that it is of divine origin deriving 
several characteristics from the four Vedas. 
According to the first view, Indian drama came into existence under the 
influence of Greek drama which is believed to come into being in the fifth century 
BC. The establishment of Greek drama can be traced to the religious rituals of the 
worship of Dionysus, the son of Zeus (the greatest of Greek gods) and Semele (a 
mortal). His worship symbolizes the return of spring season. In the religious ritual, 
goat dances were performed to the accompaniment of dialogues. In due course, the 
dialogue segment was increased and more characters were added. These characters, 
through dialogical conversation, had begun to perform the traditional story cycle. Its 
impact on Indian drama is described in the following words:  
. . . there are well-read scholars who maintain that India has borrowed 
the drama from Greece. Ever since the days of Alexander the Great, 
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Greek colonies were thriving at the seaports and trading stations of the 
East. It is quite possible that these settlements of wealthy Greeks kept 
up a native stage so that they might beguile a few hours pleasantly, 
after a busy day. . . . Ujain and Kanouj, where the early Sanskrit 
theatre took root and flourished, may have come in contact with Greek 
trade and culture. . . . Kalidasa and Bana had perhaps some 
acquaintance with Attic wit and letters. (Horrwitz 76) 
According to the above claim, it is obvious that after the conquest of India by 
Alexander, India came into an intimate contact with Greek culture. The Greeks had 
established theatres in Ujjain and Kannouj for their entertainment and these were the 
cities from where Sanskrit drama has taken its origin. As a result,  
It was assumed by some scholars that since the ancient Greeks and the 
ancient Indians came into such intimate contact with each other from 
the 4th century B.C. onwards, and particularly after the invasion of 
India and the conquest of part of the country by Alexander the Great, it 
was but natural to expect that Greek drama should influence Indian 
drama. (Chatterji 7) 
Another critic Prof. Albrecht Weber tells about the establishment of Indian drama 
under Greek influence as, “. . . the necessary impetus to creation may have been given 
by the contact of Greece with India, through the representation of Greek plays at the 
courts of the kings in Baktria, the Punjab, and Gujarat, who brought with them Greek 
culture as well as Greek forces” (Keith 57). The Greek origin of Sanskrit drama is 
also supported by the word yavanika which means a curtain which is an important 
feature of stage-craft in Sanskrit drama and is also assumed to have some association 
with the Greeks. E. Windisch, a critic of Indian drama, claims that the Greek invaders 
were called Yavana by Indians in the ancient times and it is supposed that the Sanskrit 
word yavanika is a derivation of this Yavana which came into Sanskrit usage in due 
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course of time. So it can be said that the word yavanika is of Greek origin and it 
endorses the Greek origin of Sanskrit drama. But another interpretation of the word 
yavanika questions this claim, according to which it is a Middle Indo-Aryan or Prakrit 
adaptation of an Old Indo-Aryan or Sanskrit word yamanika which originated from 
the root word yam, meaning to bind or to fix and used for a curtain with ropes to fix it. 
The claim about the Greek origin of Indian drama is proved wrong for another reason. 
In the plays of Bhasa, Bhavabhuti, Sudraka and Kalidasa, the predecessors of Sanskrit 
drama, there is no mention of yavanika. The first use of this word is found in the plays 
of Rajshekhara of twelfth century. In this way, the attribution of the word Yavana to 
Greek has no association with the Sanskrit word yavanika. In this regard, Hemendra 
Nath Das Gupta states,  
When the stage itself was in a highly advanced stage of development, 
the word Yavanika might have crept into the dramatic code of India 
independently of any borrowing from outside. That we do not hear of 
the word before the drama of Karpurmonjari by Raj-Shekhara in the 
12th century A. D., is enough proof of the late introduction of the word 
into the dramas of India. (49)  
Greek plays are also different from Sanskrit dramas in essence, attitude, arrangement 
and principle. Affirming this, E. P. Horrwitz, a lecturer of Sanskrit at Trinity College, 
rejects the notion of Greek influence on Indian drama and says,  
The Greeks recognize, whereas the author of Shakuntala ignores the 
unity of time and place. The Greek chorus, in the character of a moral 
judge, is entirely unknown in his productions. On the other hand, the 
happy blending of tragic and comic incidents, which is characteristic of 
Indian quite as much as of Shakespearean plays, is altogether against 
the rules of the Athenian stage. The keynote of Greek poetry is joy and 
3 
 
pride of life, but Sanskrit dramas, though they all end well, generally 
moralize on the text that life is but vanity and vexation of spirit. (77) 
The other view about the origin of Indian drama is that it came into being in 
Devaloka and from the Vedas. The knowledge of dramatic art is believed to be 
created by Brahma (the Creator of the Universe, according to Hindu belief) in 
Heaven. A. Berriedale Keith says, “Indian tradition, preserved in The Natyasastra, the 
oldest of the texts of the theory of the drama, claims for the drama divine origin, and a 
close connexion with the sacred Vedas themselves” (12). The same view is supported 
by E. P. Horrwitz who states that after the creation of the world, in the golden age, 
peace and harmony prevailed on earth. Gods and men walked together. After the end 
of the golden age, the silver era came,  
. . . when mankind turned aside from the Divine Will, and everybody 
followed his own direction. Strife and bloodshed came into existence, 
but God was merciful, and separated the sexes, creating male and 
female, that love once more might bind the self-willed race. No sooner 
did the heart feel drawn to outward things than men lost his power of 
introspection. The five organs of sense were evolved in order that gods 
and mortals might quench their thirst for worldly pleasures. Indra, 
delegated by the other gods, approached the throne of the Godhead, 
and said: “O Brahma, we wish to feast our eyes and ears on a dramatic 
spectacle; deign to create the merry play for our enjoyment”. (21)   
On the request of Indra, Brahma contemplated earnestly and created the Natya Veda–
the Veda of the theatre. Hemendra Nath Das Gupta holds the same view with some 
alterations. He says, “Dramatic art is said to have its birth in the region of the gods, 
and Mahadeva or Shiva-one of the great Hindu Trinity–was its originator. . . . Brahma 
learnt that art from Shiva and created the fifth Veda called the Gandharva Veda, 
otherwise known as the Natya Veda” (1). In creating the Natya Veda, Brahma took 
some characteristics from the four Vedas. Bharatamuni writes;  
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The recitative (pathya) he took from the Rgveda, the song from the 
Saman, Histrionic Representation (abhinaya) from the Yajus, and 
Sentiments (rasa) from the Atharvaveda, [and] thus was created the 
Natyaveda connected with the Vedas principal and subsidiary 
(vedopaveda), by the holy Brahman who knows [them] all. (4) 
There is another reason for the creation of the Natya Veda by Brahma. The varna 
system is in vogue in India from the ancient times. On the basis of varna, the society 
is divided into four groups; Brahmin, Kshatriya, Vaishya and Shudra. During the 
ancient period, the first three groups were the privileged ones and the fourth group 
was considered the most inferior because it was neither able to read nor hear the four 
Vedas. In the Vedic period, human beings and gods commuted between Devaloka and 
earth, as is stated above by Horrwitz. So the Shudra-s went to Indra with the request 
that there should be some source of entertainment for them. Indra considered their 
request and went to Brahma. Keith says in this respect that, “. . . the gods approached 
the all-father and bade him produce something to give pleasure to the ears and eyes 
alike, a fifth Veda which, unlike the other four, would not be the jealous preserve of 
the three-twice born castes, but might be shared by the Shudras also” (12). Thus, 
Brahma created the Natya Veda by deriving the recitation, singing, histrionic 
representation and sentiments, the four qualities from Rigveda, Samveda, Yajurveda 
and Atharvaveda respectively. Brahma, then, gave the Natya Veda to the gods but the 
head of gods Indra refused to take the responsibility of dramatic representation. There 
was a strong reason behind Indra’s refusal,  
Indra’s argument appears to have been that since drama, as enjoined by 
Brahma, was to be objective, the gods by virtue of their passions and 
commitments and particularly their unending conflict with the demons 
would be found to take a partisan view. Only the Sages who had 
mastered all emotion, and contained within them the wisdom of the 
universe could undertake this task. (Benegal 2) 
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So he assigned the duty of performing the art of drama to the great sage Bharatamuni 
and his one hundred sons who spread its knowledge in the world through The 
Natyasastra. Though in the process of its development, drama derived several 
characteristics and components from epics and Puranas, Bharatamuni’s The 
Natyasastra is the most reliable source as far as the origin of dramaturgy is 
concerned. Hemendra Nath Das Gupta gives the examples of Kalidasa, Bhavabhuti, 
Bhasa and the younger son of Sita, Lava who upheld the view that Bharatamuni is a 
great playwright and stage-manager and his work is the oldest and most trustworthy. 
Gupta says,  
Kalidasa and Bhavabhuti both have mentioned Bharatamuni in 
connection of dramatic art, the former has described him as a play-
wright and the stage-manager of the gods, and the latter called him as 
Tauryatrika Sutrakara or the earliest writer on triple symphony (i.e., 
the union of song, dance and instrumental music). (3) 
Mention of Bharatamuni is also found place in the plays of Bhasa who flourished 
probably in-between the fourth century BC to the second century AD. Bharatamuni is 
the master of dramatic art, a good director and stage-manager, and he and his one 
hundred sons have full command over the Vedas. Bharatamuni has full authority not 
merely on Vedic learning and its ethos but also in literature, fine arts, Ayurveda, 
astrology, mathematics and architecture. His proficiency in the relation between the 
physical stimulus and psychic response, and between psychic states and expression 
through physical movements are truly remarkable. Bharatamuni was so proficient in 
dramaturgy that, “. . . almost everything connected with drama, or the stage is named 
after him, and the oldest and most authoritative treatise on Indian Dramaturgy is 
named after him as “Bharata Natyashastra”” (4).  
The era in which Bharatamuni lived also supports the view that The 
Natyasastra is the oldest and most authentic exposition of dramatic art. Adya 
Rangacharya, Bhasa, Kalidsa, Bhavabhuti and Abhinava Guptacharya claim that 
Bharatmuni lived between the seventh and the ninth century AD, but Pandit 
Haraprasad Sastri gives priority to Bharatamuni over Panini and asserts the second 
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century BC as the date of The Natyasastra’s composition. But there is another view 
which claims Bharatamuni’s period earlier to this; that is, to the third or the fourth 
century BC in which Shilali and Krishasa, who were the predecessors of Panini, 
flourished (Gupta 15-16). Thus, evaluating from all aspects, it seems that The 
Natyasastra was composed between 4th and 2nd century BC and Bharatamuni is the 
first influential writer of the most authoritative treatise on dramaturgy. It is a 
voluminous writing which “. . . embodies all the physical, theoretical and conceptual 
ideas of traditional Indian drama” (Benegal 2). All the dramatic elements such as; 
thought, theme, idea, action, plot, character, language, music and their usages find 
place in it.  
The book; that is, The Natyasastra is in the form of dialogues between the 
author and a group of sages who wished to know about The Natyaveda–the 
knowledge of the performing arts, such as dance, music and drama. The description of 
the origin of the fifth Veda begins with a bow to Pitamaha (Brahma) and Mahesvara 
(Shiva). In the ancient past, some sages visited Bharatamuni to know about the origin 
and development of dramatic art. The author, in response, presented a detailed 
description of the various facets of drama, including the nature, theories, and 
techniques of the theatre with all its components of speech, body-language, gestures, 
costumes, decors and the states of mind of the performers. It is also evident that, 
“Written in archaic form of Sanskrit” the text has “. . . about six thousand (5,569 – to 
be exact) sutras or verse-stanzas spread over thirty-six chapters” (Sreenivasarao). 
Some passages are in prose. Bharatamuni gives a detailed description about the origin 
of The Natyaveda which has been discussed earlier. Brahma included in The 
Natyasastra the “Semi-historical Tales” which would lead human-beings to “duty”, 
“wealth” and “fame” (Bharatamuni 3). The subject of The Natyasastra is not limited 
only to the techniques of dramatic presentation but contains “good counsel” and 
“collection [of other materials for human well-being]” for the guidance of people and 
for their present and future life (4). The book is enriched with the teachings of poetry, 
drama, music and dance and also comprises the arts of painting, sculpture and 
architecture. 
Bharatamuni, while constructing the dramatic art, realised the need of females 
as co-actors for the production of the play. Brahma, then, provided apsaras, Narada, 
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the divine musicians and other accompaniments to perform a play on the stage. The 
first play was performed at Banner Festival (Jarjara or flag-staff) which celebrates 
Indra’s victory over danavas and asuras. The theme of the play is the defeat and 
slaying of daityas by the gods. The performance was disturbed by the demons 
because, “The demons naturally were upset at seeing that they had been repudiated. 
They created an uproar during the performance, so it became necessary to have a 
playhouse” (Deshpande 15). Bharata along with his sons went to Brahma and 
requested him to protect the performance. Brahma ordered Viswakarma (the architect 
of the gods) to build a playhouse of the best kind and Viswakarma erected the 
playhouse for an unharmed staging.  
The Tandava dance; that is, the expression of violent emotion, was contributed 
to drama by Lord Shiva. His spouse Parvati added the tender and voluptuous Lasya 
while the four dramatic styles which were essential to the effect (rasa) of play was 
contributed by Lord Vishnu. These styles (vrtti-s) are Bharati, Sattavati, Kaisiki and 
Arabhati. The source of these vrtti-s are Rigveda, Yajurveda, Samveda and 
Atharvaveda respectively. Bharati vrtti is that in which speeches are in Sanskrit 
language and “. . . it is employed only by male actors who announce their own 
names” (Rangacharya 169). In sattvati vrtti, vigour, good behaviour and justice are 
the main features. There is an excess of joy and absence of sorrow in it. In sattvati 
vrtti “. . . there is abhinaya of speech, gestures and episodes described in vigorous 
words and the final result is also powerful” (170). Kaisiki vrtti is that in which female 
characters are in plenty and love, dance and music are its prominent features. In 
arabhati, “. . . one finds daring (of a wrong kind, in the form) of deceit, fraud, 
falsehood, bragging, garrulousness, etc. In this there would be falling, jumping, 
crossing and many kinds of magic and conjury” (171). 
Brahma describes duty, games, money, peace, laughter, fight, love-making, 
killing of people as the themes of plays and defines a play as, 
. . . a mimicry of actions and conducts of people, which is rich in 
various emotions, and which depicts different situations. This will 
relate to actions of men good, bad and indifferent, and will give 
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courage, amusement and happiness as well as counsel to them all. 
(Bharatamuni 15)  
The performing of puja in the playhouse before the performance with offerings, 
homa-s, mantra-s, plants and japa-s was ordered by Brahma in The Natyasastra 
which is equally applicable to modern Sanskrit, Hindi and, to some extent, to Indian 
English plays. Performance of puja is one of the essential elements of stage-craft 
which is very important for the success of a play. He also described the evil 
consequences of not executing puja in the following words, “He who will hold a 
dramatic spectacle without offering the Puja, will find his knowledge [of the art] 
useless, and he will be reborn as an animal of lower order (tiryay-yoni)” (17). So it is 
necessary for the stage manager to execute puja before starting the play. 
In The Natyasastra, there is description of three types of playhouses; oblong, 
square and triangular. The size of the playhouses may be large, middle-sized and 
small. The size varies with the usage of playhouses, “The large playhouse is meant for 
gods, and the middle-sized one for kings, while for the rest of people, has been 
prescribed the smallest [theatre]” (19). The theatre-house which was meant for 
mortals was sixty four cubits long and thirty two cubits broad. In Bharatamuni’s 
opinion, a play-house bigger than the above mentioned size would not convey the 
expressions and voices of the performers to the spectators properly. The Natyasastra 
also contains all the detailed descriptions of the characteristics of the playhouse 
suitable for human beings. It includes the formation of oblong, triangular and square 
playhouses, laying of the foundation stone, the stage division and decoration, 
installation of the gods, offering of the puja and so on. The stage was used to be built 
as a two-storied building. The representation of the celestial action should be 
performed in the upper storey and the actions and performances of the earthly beings 
must be presented in the lower one. The king, queen and other upper class men and 
women should be sit in the upper part and the common folk should sit in the lower 
area. 
The description of the rasa-s (sentiments) and bhava-s (emotions) are also 
found in The Natyasastra which must be used by the natya experts during the 
dramatic performances. The rasa-s are recognized as eight, viz., Sringara (erotic), 
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Hasya (comic), Karuna (pathetic), Raudra (furious), Vira (heroic), Bhayanaka 
(terrible), Bibhatsa (odious), and Adbhuta (marvellous). Emotions (bhava-s) are of 
two kinds; Sancari and Sthayin and there are different sub-varities of the two bhava-s. 
Rasa is the cumulative result of bhava-s. Sage Bharata points out the relationship 
between the rasa and bhava: “. . . sensitive spectators, after enjoying the various 
emotions expressed by the actors through words, gestures and feelings feel pleasure, 
etc. This (final) feeling by the spectators is here explained as (various) rasa-s of 
natya” (Rangacharya 55). The eight Sthayi bhava-s, thirty-three Vyabhicari bhava-s 
and eight Sattvika bhava-s are the source of expression of the rasa-s in poetry.  
The Natyasastra also deals with the acting, gestures and symbols (mudra-s) of 
the main and subordinate parts of the body which are necessary for the success of a 
play. Abhinaya or acting is the medium of carrying to the spectators, the meaning of a 
written drama which is classified as four types: first is angika which means physical 
acting, second is vacika which means verbal representation, third is sattvika which 
means internal or mental expression and the final is aharya which includes external 
features like costumes, props, make-up and décor.  
Four kinds of pravrtti-s (local usages) are introduced in The Natyaveda. On 
the basis of the difference among regions, dresses, languages and customs, this 
pravrtti is divided into four kinds i.e. Avanti, Daksinatya, Panchali and 
Odramagadhi. The division of pravrtti depends on the use of different vrtti-s (styles) 
as, “Different regions prefer different styles like the Bharati, Sattvati, Kaisiki and 
Arabhati. Because of this, four pravrtti-s (regional styles) have been devised” (113). 
The productions of plays are of two types viz. sukumara and aviddha which depends 
on the construction (yukti) of the play. In sukumara, tender or sensitive type human 
beings are the characters and the plot deals with the day to day life and experiences of 
men and women. Aviddha type has violent movements, cutting, striking, fighting, 
magic, etc. The characters are in costumes and most of them are male. Gods, demons 
and rakshasa-s are the characters of this type of production.  
Bharatamuni also describes the nature of the play in The Natyasastra. Nature 
(dharma) of the play is classified as Lokdharmi (realistic) and Natyadharmi 
(dramatic). In Lokadharmi, men and women behave naturally, without any change 
and modification. He observes as stated by Rangacharya, “A play in which men and 
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women, in their own nature, without any change (avikrta), without any gestures, 
behave naturally is Lokadharmi” (115). Natyadharmi is defined as, “A play in which 
speech is artificial and exaggerated, actions unusually emotional, gestures graceful, is 
Natyadharmi (dramatic). That also is Natyadharmi in which voice and costumes are 
not from common use” (115).  
Words are the soul of dramatic representation so one should be very careful 
and particular about words, verbal representation, prosody and metrical patterns of a 
composition. As stated in The Natyasastra, “The vocal abhinaya (i.e. the words used) 
are nouns, verbs, particles, prepositions, compound words, derivative nouns, euphonic 
combination (sandhi) and case-endings” (116). The languages spoken in a drama are 
Sanskrit and Prakrit and the grammatical rules vary with the use of language. The 
rhythmic meters are classified into three groups; sama (even), ardha-sama (semi-
even) and vi-sama (uneven). The definition and necessity of meter are explained as, 
It is called a metre when fewer words are rhythmically woven into a 
line. And those syllabic metres are based on words. There is no word 
without a rhythm and no rhythm without a word. So when rhythm and 
word combine, a metre results which illuminates a play. (118) 
In The Natyasastra, Bharatamuni gives an account of ten kinds of faults and 
ten kinds of merits of a poetical work or a play. The faults (dosha-s) are: 
circumlocution, superfluous expression, want of significance, defective significance, 
tautology, want of synthesis, logical defect, metrical defect, hiatus and slang. The 
merits (guna-s) are as follows: synthesis, perspicuity, smoothness, concentration, 
sweetness, grandeur, agreeableness, directness of expression, exaltedness and 
loveliness. According to him, four kinds of languages based on intonation (kaku)– 
Atibhasa (super-human language), Aryabhasa (noble language), Jatibhasa (common 
language) and Jatyantarbhasa (language of other animals) should be used in 
performing a drama. A brief account of the four languages is given below: 
The first is intended for gods, the second for kings. Both are in 
Sanskrit (classical) style, well established over the whole country. The 
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Jatibhasa is of various kinds, mixed with foreign words common in 
Bharatavarsa. The last one is for rustics, foresters and animals, birds, 
etc. which are characters in a drama. (Bharatamuni 138) 
Bharatamuni also describes the qualities, uses and characteristics of recitation, 
“In it there are seven notes (swara), three voice registers (sthana), four Varnas (lit. 
manner of uttering notes), two ways of intonation (kaku), six Alamkaras and six limbs 
(anya)” (346). The seven notes are: Sadja, Rsabha, Gandhara, Madhyama, Pancama, 
Dhaivata and Nisada. The breast, throat and head are the three voice registers, and 
acute, grave, circumflex and quivering are the four accents. Intonations are of two 
kinds; first is, entailing expectation (sakanksa) and the other is entailing no 
expectation (nirakanksa). Bharatamuni explains it as: “A sentence which has not 
completely expressed its [intended] meaning, is said to be entailing an expectation 
(sakanksa) and a sentence which has completely expressed such a sense, is said to be 
entailing no expectation (nirakanksa)” (347). The six alamkara-s are high, excited, 
grave, low, fast and slow and the six limbs of enunciation are separation, presentation, 
closure, continuity, brilliance and calming. The Natyasastra gives an analysis of these 
alamkaras and limbs in connection with different sentiments (rasa-s). The rules 
related to two kinds of recitation; that is, vulgar (prakrta) and refined (samskrta) are 
also found in The Natyasastra. Seven well known dialects (Magadhi, Avanti, Pracya, 
Suraseni, Ardhmagadhi, Bahlika and Daksinatya) are used according to their different 
positions and the modes of address which must be used by the characters according to 
their position viz. superior, middle and inferior characters to each other and for 
women during the performance of a play. 
Various kinds and usages of plots, sandhi, avastha, artha-prakrti, 
sandhyantara and anga which are considered very ideal for creating poetic diction 
during the dramatic productions are available in The Natyasastra. There is a vivid and 
detailed description of the aharya (means costumes, make-up, embellishments and 
ornaments for both women and men); and of the making of head-gears and weapons 
as; jarjara and dandakastha. The description of various stages of love in women and 
men, different natures and kinds of men and women, which should be used in the 
presentation of a drama on stage, is also available in The Natyasastra. Bharatamuni, 
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in his book, not only gives the rules and guidelines for dramatic performances but also 
for dance and music. Four kinds of musical instruments can be used during 
performance: stringed instruments, avanaddha, ghana and susira.  
Style (vrtti) is the source of all dramatic works and from this vrtti arises the ten 
forms of plays. These ten forms are: Nataka, Prakarana, Samavakara, Ihamrga, 
Dima, Vyayoga, Anka, Prahasana, Bhana and Vithi. A brief analysis of the forms will 
be helpful. A Nataka deals with a well-known story, a hero of exalted nature, a royal 
sage and his family. There are super-human elements which speak of the various 
aspects of glory, grandeur and success of love-affairs. A Nataka consists of acts and 
prologues, various rasa-s and bhava-s, sorrows and pleasures. In a Prakarana, the 
story, structure of the play and the hero are the original creations of the writer. The 
themes are the deeds of a Brahmin, a trader, an officer, a purohit, a minister or a 
merchant. Plot is original in a Prakarana but all other details regarding rasa-s, bhava-
s and development of plot are the same as in the Nataka. Gods, asura-s and well-
known estimable heroes are the characters in the story of a Samavakara. Samavakara 
is divided into three acts and in its three acts, there are three kinds of deceit, 
calamities and sringara-s; and it has twelve important characters. Ihamrga has as its 
dramatic personae the divine males who are involved in fights over divine females. In 
it, the anger of women is developed and the sringara rasa is based on quarrels among 
female characters or abduction of a woman or of painful experiences. The Dima deals 
with a well-known story and dignified heroes. Earthquakes, eclipse of the moon and 
sun, falling of meteors, battles and fights with dreadful weapons, deceit and jugglery, 
dissensions among many violent persons and gods, asura-s, raksasa-s, bhuta-s, 
yaksasa-s and naga-s are the themes of the Dima. Vyayoga has many male characters 
but they are royal sages not divine persons. It is a one act play which depicts battles, 
fights and conflicts in it. In Anka, the male characters are other than divine and it has 
the karuna as the prominent rasa. This kind of play is also known as Utsrstikanka. 
There are plenty of lamentations by women after the end of battle and violent 
fighting. Prahasana is of two kinds, pure (Shuddha) and mixed (Sankirna). The pure 
Prahasana deals with the mockery of guru-s, ascetics, Buddhist monks and learned 
Brahmins by the low characters through their comic dialogues. In Bhana, there is only 
one actor. The actor acts either his own experiences or some other person’s. It 
includes various episodes and plenty of movements. Vithi is a one act play in which 
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there may be one or two characters of high, middle or low status. All the rasa-s can be 
included in this play. 
Three types of male and female characters, as mentioned in The Natyasastra, 
should be acted in a drama: Uttama (superior), Adhama (inferior) and Madhyama 
(middling). But according to his character a hero is of four types: Dhiroddhata, 
Dhiralalita, Dhirodatta and Dhiraprasanta. The heroines are also of four types: 
Dhira (steady), Lalita (charming), Udatta (noble) and Nibhrta (quiet). In The 
Natyasastra Bharatamuni also discusses the distribution of roles into a drama as, “The 
acarya, i.e. a director, must first find out what qualities a particular role requires; that 
way, he will not come to trouble” (336). For example; for the role of the gods the 
acharya “. . . should select an actor of sound limbs, well formed body, grown-up in 
age, not fat, not lean, not tall, not short (lit. hump-backed), vivacious, with a good 
voice and a handsome face” (336). Likewise, there are the rules for the selection of 
the roles of amatya, army chief, kancukin, queen, princess, sage and other minor 
characters. Bharatamuni, through The Natyasastra, strives to bestow an artistic form 
and content; that is, drama to a vulgar source of entertainment. He says with pride that 
parents can watch a dramatic performance in company of their sons and daughters-in-
law.  
A description of the descent of drama from the Heaven to earth is also 
available in The Natyasastra. The reason why the descendants of sage Bharata have 
been called Sudra-s is also described. All the sons of Bharatamuni, being intoxicated 
with the knowledge and expertise of the dramatic art, began to make fun of the sages. 
In course of time, the themes and formulation of plays had been corrupted by vulgar 
passions. The sons of Bharatamuni yielded the dramas in which they treated the 
subjects that were not tolerable, “full of wicked deeds”, stimulating the indelicate 
passions, “. . . cruel, unworthy of any praise and in which they caricatured the sages 
by means of buffoonery” (556). Seeing this, the sages cursed them that if they 
continue this evil practice their evil knowledge would be destroyed and the sons of 
Bharatamuni “. . . will appear as being no followers of the Vedas and will attain the 
conduct of the Sudras” (557). But, on the request of Bharatamuni, the sages took their 
curse back. After a lapse of time, the kingdom of Heaven came under the possession 
of king Nahusa who was influenced by the musical performance and drama that were 
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conducted in the Heaven. He, then, requested to bring the dramatic performances by 
the gods on the earth; “Then for such a performance the king said to the gods with 
folded palms: ‘Let the drama [produced] by the Apsarasas be performed in our house 
(i.e. on the earth)’” (558). On the request of king Nahusa, Bharata, with the 
permission of Brhaspati (the leader of the divine performers), ordered his sons to go 
to the earth and entertain the mortals with their dramatic performances.  
Thus, the above details indicate that drama has taken origin as a divine art 
from the Vedas and The Natyasastra is the most authoritative treatise on Indian 
dramaturgy since the ancient age. In it, all the essential elements of drama viz. the 
dramatic dictions, dances, kinds of playhouses, kinds of plays, plots, sentiments, 
emotions, styles, gestures, costumes, make-up and their usage find a detailed 
description.  
Before the establishment of proper drama; that is, drama which consists of 
every components of dramatic art and stage-craft mentioned in The Natyasastra, great 
epic dramas such as Ramayana and Mahabharata were produced. Proper drama is 
believed to be established by Asvaghosa, the court poet of the Indo-Scythian king 
Kanishka, probably of the first or second century AD. All his plays follow the 
classical tradition of dramatic art formulated in The Natyasastra. Some of his plays 
are Prakarana-s and consist of nine acts. The characters of high esteem spoke 
Sanskrit and used both prose and verse while the vidusaka (jester) and other men of 
low rank spoke Prakrit. Keith informs us that in the drama of Asvaghosa “. . . the 
Vidusaka served to introduce comic relief” (82). In Asvaghosa’s plays, the 
benediction was uttered at the close of the play by Buddha, a divine instructor, and 
not by the hero while according to The Natyasastra the benediction must be uttered by 
the hero. So, it is noticeable that he tried to do some experiments in the technique. 
The appearance and conversation of allegorical figures such as; Buddhi (wisdom), 
Kirti (fame) and Dhrti (firmness) is also another characteristic of Asvaghosa’s plays 
which have been adopted by later dramatists. Various meters referred to in The 
Natyasastra were also found in his plays as essential elements of the dialogues.  
After Asvaghosa, a number of dramatic poets came to the fore whose geniuses 
are unequalled. First among them is Bhasa and thirteen plays are credited to his 
genius. His manuscripts were found in the extreme south of India, Kerala or Malabar 
15 
 
and were written in the local dialect. Some plays attributed to him are 
Madhyamavyayoga, Dutaghatotkaca, Karnabhara, Urubhanga, Pancaratra, and 
Carudatta etc. Second is Sudraka whose Mrichchhakatika or The Little Clay-Cart is a 
comedy that gives a realistic and brilliant comic depiction of first to third century 
Indian society after Christ. After Sudraka, came Kalidasa, the contemporary of king 
Vikramaditya and one of the nine jewels of the king’s retinue. Malvikagnimitra, 
Sakuntala and Vikramorvasi are the plays credited to him. Three plays – 
Priyadarsika, Nagananda and Ratnavali are written by Harsa, the king of 
Sthanvisvara and Kanyakubja. Keith says, 
Three dramas, as well as some minor poetry, have come down to us 
under the name of Harsa, unquestionably the king of Sthanvisvara and 
Kanyakubja, who reigned from A.D. 606 to 648, the patron of Bana 
who celebrates him in the Harsacarita and of the Chinese pilgrim 
Hiuan-Tsang who is our most valuable source of information on his 
reign. (170) 
 About 700 AD a person of great genius namely Bhavabhuti who was skilled in 
grammar, rhetoric, logic and mimansa came on the literary scene. Mahaviracharita, 
Malatimadhava and Uttararamacharita are the three plays that were written by him. 
These plays were performed to the accompaniment of music, dance and decoration.  
In the dramas of ancient times, the people of high position used to speak in 
Sanskrit while the ordinary men conversed in a variety of Middle Indo-Aryan or 
Prakrit. Since the gulf between Sanskrit which is the language of dramatic 
performance and Prakrit which is the spoken language of common Indians or the 
vernacular language had become wider, Indian drama came to its downfall. In course 
of time, Sanskrit drama had become the source of entertainment only for learned 
scholars, who were patronized by and limited to the courts of Hindu kings. Under the 
rule of Muslim Turks of Central Asia, Indian (Sanskrit) drama died a natural death 
because in Arabic, Persian, and Turkish, drama was an unknown literary genre. When 
Sanskrit drama was dying under Muslim rule, “. . . attempts at literary self-expression 
were made after 1200 A.D. through all types of literature” (Chatterji 10). During the 
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Muslim rule, both in North and South Indian vernaculars, the short lyrics and dramas 
had begun to be produced under the influence of classical Sanskrit literature. The 
themes of these lyrics and dramas were both the expression of religious and amorous 
sentiments. This was the time when regional dramatic styles and regional theatres 
started emerging in the absence of an integrated national theatre. After the decline of 
Sanskrit drama different regions developed their regional styles;     
From the 17th century onwards, smaller shows were performed in 
every state of India like Jatra and Nautanki in Bengal, Bhand Jashin in 
Kashmir, Bhavai in Gujarat, Lalita, Khele, Dashavtar and Tamasha in 
Maharashtra; Yakshagana, Bayalata, Attadata, Doddata and Sannata 
in Karnataka, Veedhi-natakam in Andhra Pradesh, Ramleela and 
Rasleela in Rajasthan, Rass and Jhoomer in Punjab and Kutiyattam, 
Mohiniattam and Kathakali dance dramas in Kerala. (Shah 45) 
Translations and adaptations of the two great Indian epics, the Ramayana and the 
Mahabharata in various languages were being done during the entire Muslim rule and 
in the early phase of British rule. In Bengal, Northern Bihar and neighboring regions 
of Eastern India, a new form of drama had taken birth, with rudimentary dialogues of 
two or more actors accompanied by songs. In the seventeenth century a similar kind 
of drama was developed in Nepal and “. . . quite a large number of such dramas in 
Nepal owe their origin to the Newar kings at Patan, Bhatgaon, Kantipur or 
Kathmando and Kirtipur” (Chatterji 11). These dramas derived their themes from the 
Sanskrit epics, the Puranas and from the folk epics in the modern Indo-Aryan 
languages. The songs were sung in classical Hindu melodies and the stage directions 
were in “. . . Tibeto-Burman Newari . . . the prose conversation sometimes in Bengali, 
sometimes in Maithili or in Kosali or Awadhi, and the songs are also, in these 
dialects, but mostly in Maithili” (11). This kind of drama was structurally similar to 
the Hindustani song play Indar Sabha (1853). This play was composed by Amanat, 
the court poet of the Awadh ruler Wajid Ali Shah and is one of the earliest examples 
of Urdu theatre. Indar Sabha fuses “. . . episodes based on medieval Islamic romances 
with Hindu mythology, music, and dance styles of the region, and Hindi with Urdu 
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languages” (Lal 153). The popularity of this play helped in the development of the art 
of drama in Indian languages like Hindi and Urdu. 
The British came to India in the beginning of the seventeenth century as 
traders. Before the battle of Plassey in 1757, they did not pay any attention to the 
establishment and growth of their own cultural and civilizational trends into the 
foreign land nor did they feel any need of entertainment. For them, India was only a 
colony “. . . from which to cart treasure back to their home country” (Benegal 62). If 
they worked for the political, social and financial progress of India, it was only with 
the intention that it helped in their own enrichment. As they were rulers, they were 
superior to the natives and “. . . the Indian way of living was characterized as 
uncivilized, the Indian intellect was considered backward, Indian culture-its painting, 
sculpture, music, dance, drama, literature-was derided as ludicrous, grotesque, absurd 
or simply laughable” (62). In such an atmosphere, it was difficult for any creative art 
to make headway. After the successful establishment of their trade and commerce, the 
colonizers felt the need for entertainment. To feel homely, they brought their theatre 
forms and companies which had affected the progress of the folk theatres and regional 
dramatic styles of India. The folk theatres remained limited to the lower-class people 
only while the British style proscenium theatre had become the source of 
entertainment for upper-class elite people. Before 1857, the year of India’s first war of 
independence, foreign drama companies especially that of Britain came and 
performed English plays or English translation of Sanskrit plays. After that, few more 
dramatic companies had been established in the urban areas such as Bengal, Gujarat, 
Karnataka and Kerala by the native elites under the influence of these Western 
models. Though, in these companies the languages of performance were Hindustani, 
Gujarati, Urdu, Persian, Sanskrit and other native languages but “. . . structurally as 
well as in environmental effects, it followed the 19th century European Opera of the 
undistinguished variety” (Mathur 25). The Parsi community started their own 
dramatic company which is now called Proscenium theatre, in Bombay “. . . in which 
romantic lyricism was debased into meaningless verse recitation, tried to copy the 
spectacular form of the early 19th century western theatre, without approaching the 
broad human plane of the contemporary western drama” (25). In this way, before the 
first war of Indian independence various theatres had been set up in different regions 
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of the country which were influenced by the Western models, structurally, 
environmentally and thematically.  
During the entire period of colonialism, British style proscenium stage with 
little alteration was in vogue in India, particularly in Bengal. The modern Indian 
theatre derives its organizational structures, textual features, and performance 
conventions from British theatre. It influences the indigenous people so much that it 
supersedes the traditional folk theatre of India. Regarding this, Aparna Dharwadker 
observes: 
The influence of Western textual models produced a body of new 
“literary” drama and dramatic theory in several Indian languages, led 
to a large-scale translations and adaptations of European as well as 
Indian canonical plays, and generated the first nationalist arguments 
about the cultural importance of a national theatre in India. (3) 
As the plays of Badal Sircar who is a renowned theatre personality of Bengal, 
is the main concern of the present thesis, the rest of the chapter will deal with the 
origin and development of Bengali drama. 
  Bengal is one of the biggest provinces of India and it has a separate indigenous 
literary tradition that is rich in poetic and dramatic expressions. The origin of Bengali 
drama is not clear yet it seems that it has taken birth about twelfth century AD. 
Prabodh C. Sen depicts the origin of Bengali drama as, “A stage in the transition from 
. . . primitive origin to drama proper seems to be represented by the Gita-Govinda of 
Jayadeva, the court poet of King Lakshmana-Sena of Bengal (twelfth century A.D.)” 
(39). Gita-Govinda was composed in Sanskrit yet it followed the fashion of 
vernacular archetypes of Bengal. It is poetic in form and acted as a play in the 
accompaniment of dance and music. The love of Krishna and beautiful Radha, their 
separation, agony and the final re-establishment are the themes of the play. There is 
no proper dialogue, all the three characters involve in a kind of lyrical monologue to 
be performed in turn and the other two are expected to listen. Towards the end of the 
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reign of Lakshmana-Sena, Bengal came under the control of Muslim rulers followed 
by a period of cultural chaos for some centuries. 
In the sixteenth century, the great Chaitanyadeva appeared to the cultural and 
spiritual scene of Bengal. He was a highly skilled actor and had a fascination for 
drama. A play namely Rukmini-haran by Chaitanyadeva was played in the fashion of 
jatra at the house of Chandrasekhar of Navadvipa in which Chaitanya played the role 
of Rukmini. The jatra is similar to drama but the main point of difference is that 
unlike a drama jatra requires no fixed stage, scenes or curtain. It is performed with 
dance, song and music and has much less dialogue, action or plot. Jatra form is still 
popular in Bengal and it can be considered as the earliest form of developed regular 
drama. Originally, jatra meant a religious procession in the accompaniment of mimic 
dance, song and other festivities. These jatra-s were performed at various junctures 
as; “The occasions for such festive processions were many, such as the Dol-jatra or 
the Holi festival of Srikrishna, the Rath-jatra or the car festival of Jagannath. The 
Buddhist and Jain religious festivals were also celebrated with processions” (41). In 
due course of time, jatra had undergone through some changes. After these changes, 
the shows and dances were presented in a fixed arena not in a moving processions and 
dialogue was added. It can be said that jatra and drama had a common origin (in the 
religious festivals) but they had undergone different lines of development. During 
Muslim rule in Bengal when drama was losing its identity, jatra was the strongest 
medium of entertainment for the people. Though, jatra was a prevalent drama form 
then, yet it gained popularity in eighteenth century, as indicated by Sen;  
Popular jatra actors no doubt drew the admiration of the people, but 
history has no record of their achievements until the eighteenth century 
when two brothers called Sridam and Subal became famous as great 
jatra-walas or actors and succeeded in finding a lasting place in the 
people’s memory. (42)  
Paramananda, Premchand, Badan Adhikari, Govinda Adhikari, and Lochan Adhikari 
were the followers of Sridam and Subal who gave a new life and originality to drama 
and acting. Kaliya-daman, Chandi-jatra, Chaitanya-jatra and Vidya-Sundar jatra 
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were the themes of the jatra. Kaliya-daman depicts the repression of the mythological 
serpent Kaliya by Lord Krishna. Chandi-jatra delineates the story of the Goddess 
Chandi and Chaitanya-jatra portrays the character of Chaitanyadeva, the great poet-
actor of sisteenth century who influenced the people so much that he had become the 
subject for jatra performances. Later, the love story of Vidya and Sundar became the 
favorite theme of jatra festivals.  
In the second half of the seventeenth century, Bengal came under the 
occupation of British rule and in the middle of the eighteenth century Western drama 
appeared in Bengal. Various play-houses were founded in different parts of Bengal on 
the pattern of Western proscenium theatre and till the middle of the nineteenth century 
folk theatre and Western drama existed simultaneously without affecting each other. 
The first English theatre namely ‘The Play House’ was founded in Bengal, some years 
before the battle of Plassey. A Russian namely Herasim Lebedeff was credited for 
founding the first Bengali theatre in Calcutta towards the end of the eighteenth 
century where he produced the Bengali translation of an English play The Disguise 
with the help of his Bengali instructor Golakhnath Das. But for some reasons, the first 
Bengali theatre was not a success. In the meanwhile, a fundamental change had been 
caused to happen in the mind of the enlightened people through English education and 
they started efforts to set up Bengali theatres on English pattern. The result was the 
repression of folk drama forms. Hindu Theatre was established in 1831 by Prasanna 
Kumar Tagore where English plays or English version of Sanskrit plays were 
performed; “The first two plays put on the boards were Shakespeare’s Julius Caesar 
and Wilson’s English version of Bhavabhuti’s Sanskrit drama, Uttara-Rama-
Charitam” (Sen 44). In the following two decades many private theatres came into 
existence but a noticeable exception was the establishment of a theatre at the house of 
Nabinchandra in 1833 where four or five plays were produced every year. In this 
theatre, the female roles were played by the women artists, that is the most favorable 
and revolutionary change occurred in the theatrical tradition of Indian drama. Krishna 
Mohan Benerjee wrote a play named The Persecuted or Dramatic Scenes Illustrative 
of the Present State of Hindu Society in Calcutta in 1831 which deals with the ill 
practices of Hindu religion:  
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In this play, he depicts the inconsistencies and blackness of the 
influential Hindu community. It shows the wiles and tricks of the 
Brahmins. It also presents the conflict in the mind of the sensitive 
Bengali youth between the orthodoxy and the new ideas ushered in by 
the Western education. (Shah 45) 
The year 1857 is significant in the history of India, for the first war of freedom 
was fought in this year. After this, people became aware of the exploitations of the 
colonists and they had started resisting them. Drama and theatre proved to be very 
important instruments to arouse the feeling of nationalism and patriotism among the 
people and plays were written on the themes of suppression and social problems, 
resulting out of colonial rule. People were so full of anger and fury that the 
performance of English plays in English style had got a jolt. In the year 1857, four 
significant dramas in Bengali language were performed on the stage in Bengal. The 
first was Abhijnana-Sakuntalam by Nandakumar Ray. The second was Kulina-kula-
sarvasa that was written in 1854 by Ramnarayan Tarkaratna. The play Kulina-kula-
sarvasa is the first original Bengali drama which deals with an important social 
problem of the day; that is, the Kulin polygamy. The other two plays, Veni-Samhara 
(1856) by Ramnarayan and Vikramorvasi (1857) written by Kaliprasanna Sinha, are 
the translations of Sanskrit plays. Nava Natak, another play which criticizes the 
polygamy, was performed by ‘Jorsanko Natya-Samaj’ in the year 1866. The native 
drama that “. . . fashioned the national mind for centuries could not fail to exercise its 
influence on the new drama” (Sen 43).  This is the reason why after 1870, attempts 
were made to revive the folk theatre form and Girish Chandra Ghosh founded the 
‘Great National Theatre’ where plays were performed in jatra tradition. Dinabandhu 
Mitra established a public theatre in Calcutta namely the ‘National theatre’ in 1872 
which marked the beginning of a new era in the history of the Bengali stage and then 
started the endless production of dramas. Nildarpan by Dinbandhu was the first 
production of this theatre. Michael Madhusudan Dutt’s Sarmishtha, and Ratnavali, 
Bankimchandra Chatterjee’s Durgeshnandini, Jyotirindranath Tagore’s Puruvikram 
and Asrumati are the important productions in this theatre. Madhusudan Dutt’s Is this 
called Civilization? came out in 1871. These plays were full of revolutionary zeal and 
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“. . . inspired the audience with a spirit of patriotism hitherto unknown in the history 
of Bengal” (Sen 47). 
Rabindranath Tagore, a gifted artist, came to the dramatic scene as an actor in 
1877 and as a playwright in 1881 with the publication of Valmiki-Pratibha.  His plays 
are rich in imagery and symbolism. He wrote such kind of poetic plays which are full 
of the themes of Bhakti and India’s glorious history. His Sanyasi, Chitra, The Post 
Office, Sacrifice, Red Oleanders, Chandalika, Mukta Dhara and Natir Puja are the 
plays infused with imagery and symbolism and the influence of Shakespeare, Ibsen 
and Materlinck is clearly evident in them but the performances of his plays were in 
folk jatra tradition. There are also Tagore's contemporaries writing in other languages 
who produced a rich harvest of poetic drama: Samsa and Kuvempu in Kannada, 
Subrahmanya Bharathiar in Tamil, Sreekanthan Nair in Malayalam, Bharatendu 
Harishchandra and Jaishankar Prasad in Hindi. Perseus the Deliverer, Vasvadutta, 
Rodogune, The Viziers of Bassora and Eric are the dramas of Sri Aurobindo written 
originally in English. All these plays are full-length five-act plays composed in blank 
verse, imbued with poetry and romance. Srinivasa Iyenger praises him; “Sri 
Aurobindo was a prophet and a recluse, and he stood apart in unique solitariness, and 
anyhow his five plays were but a small fraction of his phenomenal literary output” 
(231). Harindranath Chattopadhyaya’s collected plays namely Five Plays contains 
“The Window”, “The Parrot”, “The Sentry’s Lantern”, “The Coffin” and “The 
Evening Lamp”. The plays of Chattopadhyaya cope with social consciousness, 
realism and the contemporary burning issues; such as, struggle for the freedom of the 
country. 
After 1870, urban theatre played an active part in the anti-colonial struggle of 
the country. Indian drama after that started to act out the exploitative history of 
colonial rule. The production of Nildarpan in the ‘National Theatre’ of Bengal in 
1872 and the subsequent performance in Lucknow in 1875 created uproar among the 
people and therefore the performance was banned by the British soldiers. The play 
delineates the anti-colonial subject matter in front of the common folk; that is, the 
oppression of poor peasants by colonial planters. The performances of a persiflage 
titled Gajadananda o jubaraj and Surendra-Binodini led to “. . . the Dramatic 
Performances Control Act in 1876 and widespread suppression and censorship by the 
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British colonial government in the following five decades” (Dharwadker 4). In 
Surendra-Binodini, the hero ruthlessly beats up a British magistrate who attempts to 
rape a Bengali woman. The play satirizes the Calcutta Police Commissioner Hogg and 
the Superintendent Lamb. Dramatic Performance Act was passed to execute a check 
on the plays which projected and satirized the despotic rule of the British. Anand Lal 
observes, “Although prominent citizens and the press protested a proposed bill to 
prevent provocative theatre, the government passed the DPA on 16 December 1876, 
empowering it ‘to prohibit Native plays which are scandalous, defamatory, seditious 
or obscene’” (111). Nevertheless, the productions of dramas did not come to an end. 
Instead this period had produced innumerable playwrights and their plays were 
helpful in generating national consciousness and the spirit of protest against the 
British rule. A. S. Panchpakesa Ayyar writes In the Clutch of the Devil (1926), The 
Trial of Science for the Murder of Humanity (1942) and two Play-collections Sita’s 
Choice and other Plays (1935) and The Slave of Ideas and Other Plays (1941) which 
deal with the reformist themes such as; widow remarriage, impact of materialism, 
infidelity and so on. Some other themes dealt by Ayyar are, “The ungodly and 
superstitious practices involving witchcraft and ritualistic murder current in 
contemporary rural South India . . .” (Naik 154). The plays, written during this period, 
delineate the exploits of colonizers and social evils prevalent in the Indian society and 
were very important instruments of social protest. The Well of the People (1943) and 
Two Women (1952) by Bharati Sarabhai are plays that show a distinct impact of 
Gandhian thought. The play The Well of the People “. . . is an effective dramatization 
of how during the Gandhian age a new social awareness fused itself with the age-old 
religious consciousness, thus leading to a resurgence of the spirit” (157).  
Indian People’s Theatre Association, founded in 1943, emerged as a political 
theatre movement not “. . . from folk theatre forms but from the tradition of Indian 
adaptions of Western proscenium theatre in urban centres such as Calcutta” 
(Srampickal 46). IPTA artists belonged to Leftist intelligentsia for whom the major 
inspiration was Marxist-inspired currents of thought, neither the national 
independence movement nor the Congress Party. Though the dramatic demonstrations 
varied from region to region, the IPTA workers all firmly supported theatre as a 
means for social change. The regions where this movement was strongest were Uttar 
Pradesh, Delhi, Maharashtra, Bengal, Punjab, Andhra Pradesh and Kerala. The 
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troupes of IPTA were established in every region, with the objectives of taking “. . . 
theatre to the masses and encouraged working class and peasant artists to join the 
movement and perform important roles” (47).  
In Bengal, two strong and resolute personalities appeared on the theatre scene 
in 1943-44: Utpal Dutt and Shombhu Mitra. The former, a playwright, director, actor 
and producer made significant contributions to political theatre after the waning of 
IPTA. Shambhu Mitra joined the IPTA in 1943 and jointly directed Nabanna with 
Bijon Bhattacharya in 1944. After independence he established a theatre group 
‘Bohurupee’ with Manoranjan Bhattacharya in 1948. His reputation rests on his 
magnificent productions of Tagore’s major plays which were, “. . . considered till then 
unstageable because of their symbolism, new dramatic language, and rejection of 
established norms of Bengali playwriting and theatre” (Lal 272).   
The scenario of dramatic art and performance in India had changed after 
independence and the regional theatres started growing and developing rapidly. Many 
of the dramatists had been writing their plays in their mother tongue but these plays 
got worldwide recognition through translation. Indian theatre was successfully 
presenting the adverse effects of colonial rule, and delineating the conflict between 
the present and colonial past; ancient and modern; civilization and materialism, and 
the meaninglessness of existence and the love for tradition. Though the dramatists had 
been attempting to revive the folk drama forms, their presentation techniques were 
infused with proscenium theatre techniques. Theatre groups had been founded by 
dramatists where translations of English plays were performed. This was the theatre 
scene after independence till the 1960s when Vijay Tendulkar and Asif Currimbhoy 
of Marathi theatre, Chandrashekhar Kambar and Girish Karnad of Kannad Theatre, 
Mohan Rakesh and Dharamvir Bharati of Hindi theatre and Badal Sircar of Bengali 
Theatre, appeared on the scene. These playwrights have brought to theatre great 
formal precision and the thematic preoccupation of modernist anxiety. In their plays, 
“. . . these playwrights have made bold innovations and fruitful experiments in terms 
of both thematic concerns and technical virtuosities. They are using legends, 
folklores, myths, history with splendid results” (Bajaj and Mehta 151-52). Their plays 
are a sharp reaction rather than a continuation of colonial theatre practices. All these 
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playwrights have a common raison d’etre to take up play-writing and direction as 
stated by Karnad,  
My generation was the first to come of age after India became 
independent of British rule. It therefore had to face a situation in which 
tensions implicit until then had come out in the open and demanded to 
be resolved without apologia or self-justification: tensions between the 
cultural past of the country and its colonial past, between the 
attractions of Western modes of thought and our own traditions, and 
finally between the various visions of the future that opened up once 
the common cause of political freedom was achieved. This is the 
historical context that gave rise to my plays and those of my 
contemporaries. (1) 
These dramatists have drawn upon historical, folk and mythological themes to tackle 
contemporary issues. Vijay Tendulkar’s plays deal with; “Man’s fight for survival, the 
varied moralities by which people live, the social position of women, the covert or 
overt violence in human beings . . .” (Gokhale 31-32). One of the main concerns of 
Tendulkar’s plays is the marginalization of and violence against women. He brought 
about some changes in the form and pattern of plays “. . . by demolishing the three-act 
play and creating new models. By developing the flexible as well as carefully crafted 
forms, modes of recitation and story telling specific to his region, he has managed to 
bridge the gulf between traditional and modern theatre. . .” (Reddy and Dhawan 23). 
Karnad, Bharati, Kambar and Rakesh have derived their sources from myths and 
legends of Ramayana and Mahabharata as well to deal with contemporary themes. 
These playwrights have tried to uphold the rich cultural heritage of India by using folk 
and traditional stories in their plays. They attempted to return to the tradition with the 
purpose of recovering the suppressed performative methods. Utpal Dutta has 
separated himself from IPTA and returned to his Little Theatre Group (LTG), a 
proscenium group which performed the translations of European classics. Some other 
playwrights such as, Lakhan Deb and Gurucharan Das contributed to the development 
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of historical plays. There plays were modeled on the techniques of Greek tragedy and 
employed the “. . . dramatic unities of time, place and action as well as the classical 
devices of prologue and chorus” (Reddy and Dhawan 18). Nissim Ezekiel who was a 
well-established Indian English poet also wrote dramas. His plays are well-
constructed, abound in irony, wit and humour but they do not fulfill the requirements 
of the stage and they are therefore pleasant only in reading. K. M. Panikkar and Ratan 
Thiyyam are deeply influenced by the traditional acting techniques. Panikkar “. . . 
uses parable form, incorporates the acting techniques and practices advocated in the 
Natyasastra, and borrows heavily from Kathakali and Koodiyattam” (35). Thiyyam, 
in the same manner, is also influenced by his native theatre, Greek tragedy as well as 
the techniques mentioned in The Natyasastra. All the contemporaries of Sircar have 
conveyed their message through stories and there are the division of plays into acts 
and scenes on Aristotelian pattern. In short, it is correct to say that though these 
playwrights reacted against colonial rule and tried to reclaim their past glory, their 
presentation techniques are more or less influenced by the proscenium stage. This is 
the point where Badal Sircar differs from his contemporaries.  
Badal Sircar also started his career with the proscenium theatre but soon he 
became frustrated with it because this theatre form was unable to fulfill his aim. He is 
the champion of the down-trodden and subaltern groups of society and his main 
concern is to make them aware of their suppressed condition. He comprehended the 
strength of theatre and chose it to convey his message but proscenium theatre 
disappointed him and he decided to invent his own theatre technique. In one of his 
interviews, he talks to Samik Bandhopadhyay about the causes of leaving the 
proscenium theatre, 
 When I came to the proscenium stage, I hadn’t realized the strength of 
the theatre. I wasn’t aware of what theatre can do. In other words, there 
was already deep down an awareness of the limitations of this theatre. 
It was from that awareness itself that there eventually came the 
question of communication, utilization of space, redefining the 
spectator performer relationship, and the gradual realization that the 
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distinctive feature of theatre is that it is a live show and it offers scope 
for direct communication, man to man communication, and therefore 
the barriers between the two parties to the process, viz. spectators and 
performers, should be minimized, and if possible, eliminated. With that 
realization, I left the proscenium theatre. (Sircar 8-9) 
Sircar was so depressed with the colonial rule and its evil effects on Indian people that 
he decided to adopt neither their theatre form nor their language. So, he founded his 
own theatre form ‘The Third Theatre’ and wrote in his mother-tongue Bengali. He 
started his career by writing comedies and came to the limelight with the production 
of his famous Evam Indrajit in 1965. The play’s unique structure and “. . . the social 
utility of its theme drew an immediate attention of all concerned” (Haldar 58). It led 
to the translation of his play into several languages including English. Badal Sircar 
also introduces the philosophy of Existentialism into Bengali theatre. He chooses the 
educated middle-class Bengali as the character of his plays “. . . who tries to declass 
himself, refuses to accept the existing unjust socio-political system and urges others 
(the audience) to take an active part in bringing about a radical change in the society” 
(Sarkar). His dissatisfaction with the prevailing order leads him to write plays. The 
significant themes of Badal Sircar’s plays are the problems of poverty, class-conflict, 
and urban-rural dichotomy as well as ethnic and religious conflicts between Hindus 
and Muslims instilled by the British. 
In his view, more than seventy-five percent populations of our country belong 
to lower-middle classes which do not have the capacity to pay for tickets. So he 
removes the ticket-system and performs in open air for open view. This is the reason 
why his theatre is also called the ‘Free theatre’. To convey his messages, instead of 
following any story-line he puts the situations before his spectators in the form of a 
collage. He does several experiments through his theatre form and minimizes the 
distance between spectator and performer. Direct communication and the maximum 
utilization of body language are his other contributions to contemporary theatre. Thus, 
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Trends in Postcolonial Studies and Badal Sircar 
Postcolonialism, it can be said deals with, along with other things, the effects 
of colonisation on formerly colonised nations and peoples. The term has been used by 
historians, largely after the Second World War and designates the post-independence 
period of any colonised country. In late 1970s, literary critics started to focus on the 
cultural, political, economic and philosophical effects of colonisation on the affected 
nations. Jane Hiddleston states that, “Colonialism should be conceived as the 
conquest and subsequent control of another country, and it evolves both the 
subjugation of that country’s native peoples and the administration of its government, 
economy and produce” (2). Thus, the cultural, political and capitalist control on one 
country by another can be considered as colonialism. In the view of some critics and 
historians, the process of colonisation started with the conquest of Christopher 
Columbus in 1492. Elleke Boehmer in his book Colonial & Postcolonial Literature 
(2008) explains, “Colonialism involves the consolidation of imperial power, and is 
manifested in the settlement of territory, the exploitation or development of resources, 
and the attempt to govern the indigenous inhabitants of occupied lands, often by 
force” (2). Boehmer very pertinently makes a distinction between the terms colonial 
literature and colonialist literature. Colonial literature, “. . . the more general term, 
will be taken to mean writing concerned with colonial perceptions and experiences, 
written mainly by metropolitans, but also by creoles and indigenes, during colonial 
times” (2). Thus, in colonial literatures the writings of the British, the colonial power 
as well as the colonised countries such as the Africans, Asians and Caribbeans, during 
the colonial rule can be included. In contrast, colonialist literature is that “. . . which 
was specifically concerned with colonial expansion. . . . literature written by and for 
colonising Europeans about non-European lands dominated by them” (3). In this way, 
colonialist literatures are the writings which show imperialists’ point of view, the 
superiority of European culture and the correctness of empire. On the basis of 
settlement European colonies are divided into two categories: settler colonies and 
colonies of occupation, 
Examples of settler colonies where, over time, the invading Europeans 
(or their descendants) annihilated, displaced and/or marginalized the 
indigenes to become a majority non-indigenous population, include 
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Argentina, Australia, Canada and the United States. (Ashcroft, 
Griffiths, and Tiffin, Post-Colonial Studies 211) 
Colonies of occupation are the places where though the native population has 
remained in the majority but is controlled by a foreign power. Nigeria and India are 
good examples of such a situation. In this way, colonialism is defined as the conquest 
and control of other people’s lands and properties. Ania Loomba, a critic of 
postcolonial studies, views colonialism as, “The process of ‘forming a community’ in 
the new land . . .” and adds that this “. . . necessarily meant un-forming or re-forming 
the communities that existed there already, and involved a wide range of practices 
including trade, plunder, negotiation, warfare, genocide, enslavement and rebellions” 
(8). These practices of forming, un-forming and re-forming were produced and 
shaped by the writings such as public and private records, letters, trade documents, 
government papers, fiction and scientific literature. Loomba also states that 
contemporary colonial and post-colonial studies are trying to give meaning to these 
practices and writings of colonial period. 
Postcolonialism as a term “. . . first became popular in North American 
university campuses, and in particular in literary departments . . .” as an academic 
subject and soon drew the attention of Western and other academic institutions, critics 
and scholars (Hiddleston 1). Postcolonialism has been defined differently by different 
critics. Discussing some definitions here will help in the proper understanding of the 
term. According to Jane Hiddleston, “The term “postcolonialism” can generally be 
understood as the multiple political, economic, cultural and philosophical responses to 
colonialism from its inauguration to the present day, and is some-what broad and 
sprawling in scope” (1). Thus, postcolonialism is a reaction against colonial rule and 
its economic, cultural and political policies. Ashcroft, Griffiths, and Tiffin in his book 
The Empire Writes Back include in postcolonial literature the writings by those people 
who are formerly colonised by Britain and by other European powers, such as France, 
Portugal and Spain. They consider all the cultures, affected by the imperial process 
from the moment of colonisation to the present day, as postcolonial. In this way, the 
literatures of African countries, Australia, Bangladesh, Canada, Caribbean countries, 
India, Malaysia, Malta, New Zealand, Pakistan, Singapore, South Pacific Island 
countries, and Sri Lanka are all postcolonial literatures (The Empire Writes Back 2). 
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In The Cambridge Introduction to Postcolonial Literatures in English (2007), the 
term is mentioned by C. L. Innes in two ways; the first is hyphenated (post-colonial) 
and the other is without hyphen (postcolonial). Historians take the hyphenated word 
to refer specifically “. . . to the period after a country, state or people cease to be 
governed by a colonial power such as Britain or France, and take administrative 
power into their own hands” (Innes 1). The term without hyphen is more frequently 
used to signify the corollaries of colonialism from the time the area was first 
colonized (2). Thus, postcolonial studies are concerned with the study of the culture, 
language and tradition of both the colonial and colonised people from the very 
beginning of colonisation. Postcolonial studies are elsewhere defined as, “The critical 
analysis of the history, culture, literature and modes of discourse that are specific to 
the former colonies of England, Spain, France, and other European imperial powers” 
(Abrams and Harpham 237). The centers of these studies are primarily located in the 
Third World, in countries in Africa, Asia, the Caribbean Islands, and South America. 
Some facets of eighteenth and nineteenth centuries’ literature of Britain are also 
included in the area of postcolonial studies. Ashcroft, Griffiths, and Tiffin define: 
‘Post-colonialism/ postcolonialism’ is now used in wide and diverse 
ways to include the study and analysis of European territorial 
conquests, the various institutions of European colonialisms, the 
discursive operations of empire, the subtleties of subject construction 
in colonial discourse and resistance of those subjects, and most 
importantly perhaps, the differing responses to such incursions and 
their contemporary colonial legacies in both pre- and post-
independence nations and communities. (Post-Colonial Studies 187) 
It is clear that postcolonialism cannot only be defined as a continuity of colonialism 
but is a revolt against colonial practices and the rejection of Euro-centric norms of 
literary and artistic values. Postcolonialism rejects the master narrative of Western 
imperialism which considers the colonial other as subordinated and marginalised. It 
also establishes “. . . a counter-narrative in which the colonial cultures fight their way 
back into a world history written by Europeans” (Abrams and Harpham 238). It gives 
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a critical analysis of the history, culture, literature and modes of discourse of the 
former colonies of England, Spain, France, and other European imperial powers. 
Taisha Abraham includes the questions of race, nation-state, class, gender, ethnic, 
minority and third world studies into its scope. Postcolonial writers wish to speak for 
themselves, to tell their own stories, including the stories of the colonial encounters 
and their consequences.  
 A brief introduction of the viewpoints and observations of different 
postcolonial thinkers and theorists is important for a better understanding of 
postcolonial elements in the plays of Badal Sircar which is the main concern of the 
present thesis. Edward W. Said, Leopold Senghor, Aime Cesaire, Ngugi wa Thiong’o, 
Homi K. Bhabha, Frantz Fanon, Gayatri Chakravorty Spivak and Ranjit Guha are 
some key postcolonial theorists and philosophers whose concepts and theories are 
very important in postcolonial studies. Edward W. Said (1935-2003), a Palestinian 
American literary theorist, is well known for his 1978 book Orientalism. Said in his 
book focuses, among other things, on how, “The Orient was almost a European 
invention, and had been . . . a place of romance, exotic beings, haunting memories and 
landscapes, remarkable experiences” (Said 1). As stated in Orientalism, the form of 
imperialism which British rulers have imposed on colonised people is not always the 
enforced one but it was a kind of “cultural imperialism” as stated by Said. This mode 
of imperialism, 
. . . imposed its power not by force, but by the effective means of 
disseminating in subjugated colonies a Eurocentric discourse that 
assumed the normality and pre-eminence of everything “occidental,” 
correlatively with its representations of the “oriental” as an exotic and 
inferior other. (Abrams and Harpham 237) 
A strategy that is used by the colonial rulers is to portray European habits, customs, 
cultures and traditions as superior; and the practices and customs of the so called 
oriental people as inferior. It can be said that the Orient is not only Europe’s richest 
and oldest colony in many ways but its cultural competitor as well. Hence it is 
portrayed as the ‘other’ or inferior to the Occident. The Orient is continuously 
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portrayed only in negative terms that “. . . serve to buttress a sense of West’s 
superiority and strength” (McLeod 41). If the West occupies the place of knowledge 
and learning, the Orient is depicted as a place of ignorance and lack of sophistication. 
Orientalism is not an ‘inert’ fact of nature in Said’s opinion but is a Western fantasy. 
Orient is the consequence of the “. . . West’s dreams, fantasies and assumptions about 
what this radically different, contrasting place contains” (41). In the hands of the 
West, Orientalism is a beneficial and manipulated tool used by European-Atlantic 
powers to dominate over the Orient, instead of being a truthful discourse about the 
Orient. The Orients are not seen as living realities but as objects of study,  
. . . for display in the museum, for reconstruction in the colonial office, 
for theoretical illustration in anthropological, biological, linguistic, 
racial, and historical theses about mankind and the universe, for 
instances of economic and sociological theories of development, 
revolution, cultural personality, national or religious character.           
(Said 7-8)  
Most importantly, Orientalism is the justification of the propriety of colonial rule over 
the Eastern lands. In Said’s view, Orientalists legalize the Western domination over 
the Orient.  
 Leopold Senghor (1906-2001), the cultural theorist and a leader of the 
Senegalese who fought for independence and became the first president of 
independent Senegal, along with Aime Cesaire, gave one of the most significant 
concepts of postcolonial theory–Negritude which is used to shape a multifaceted 
comradeship of colonised people. Aime Fernand David Ceasaire (1913-2008) was a 
Francophone poet and politician of Martinique. In 1930, he came to Paris to study 
where he met Senghor. There they realised that according to Europeans, the people of 
the entire world exist in a hierarchy of races based upon colour. In this hierarchy, the 
white Europeans are considered the most civilised and the Black Africans the most 
savage. Cesaire and Senghor attempted to liberate blackness from this negativity 
through Negritude. The concept of Negritude has been operative in Africa, the 
Caribbean and America and one of its objects was “. . . to unite peoples living in 
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different nations through their shared ancestry and common origins” (McLeod 77). 
Negritude in its most effective sense was about the celebration of blackness not as a 
colour of skin but as a whole way of life with unique African qualities. This 
movement was an attempt to give a sense of dignity and value to black peoples and 
their culture. Though Senghor’s movement had a wide-range it had three main 
aspects, 
First, he claims that Africans identify with and are “assimilated by” the 
objects of their experience. Second, he claims this assimilation occurs 
for Africans because the objects of experience take on a “profound 
reality.” Third, Senghor argues that the assimilation also results 
because Africans use language as “a living thing,” a “system of waves 
given off towards the Other” to celebrate the profound reality of the 
objects of experience. (Kalumba 42) 
In Cesaire’s view, in Negritude the Black people were integrated by their shared 
experience of oppression rather than by their essential qualities as Negroes. His 
opinions were slightly different from Senghor’s because of his birth in Martinique 
where his ancestors had been brought as slaves. He never lived in Africa and knew 
about his mother country only from his friends and their books. That is why, “. . . 
Cesaire’s version of Negritude was based much less on the perceived instinctual or 
essential differences between whites and blacks” (McLeod 80). The longstanding 
objective of Negritude was the liberation of the human race from the subjugation of 
colonialism and the synthesis of all cultures. Thus, Negritude played a very important 
role in the anti-colonial struggle of colonised nations and in their emancipation.  
Frantz Fanon’s works are outstanding attempts to record the psychological 
damages suffered by the colonised peoples. He wrote widely and passionately about 
the damage, French colonialism had inflicted upon millions of people. He was born in 
the French Antilles in 1925 and studied in Martinique and France. He experienced 
racism during his education and work under the French which affected him badly. He 
resigned from his post as head of the Psychiatric Department of Blida-Joinville 
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Hospital in Algeria in 1954 because “Treating torture victims and those with 
psychological illnesses related to the violence, he witnessed at first hand the mental 
scarring caused by the conflict and began to speak out against its horrors” (Hiddleston 
25). He, then, participated in the Algerian war against the French occupation of the 
country. The rebellion was led by the National Liberation Front and Fanon continued 
to involve in it. He was the editor of “. . . the Front’s newspaper and remained 
involved in the revolution until his death in 1961” (Habib 741). He was influenced by 
the philosophies of his contemporaries such as Jean Paul Sartre and Aime Cesaire. His 
two books Black Skin, White Masks (1952, trans. 1986) and The Wretched of the 
Earth (1961, trans. 1967) deal with the mechanics of colonialism and its adverse 
effects on the suffering population. In Black Skin, White Masks (BSWM) Fanon shares 
his own experiences and insults which he faced in France. While writing the book, he 
was influenced by the existentialist philosophies of Camus and Sartre and by the 
Negritude poetry of his Martinican teacher and mentor, Aimé Césaire. The book is a 
record of how the colour of one’s skin becomes the object of his/her mockery, insult 
and aberration. In one of the chapters of the book, he recollects his experiences when 
white strangers pointed out his blackness with derogatory phrases such as ‘dirty 
nigger!’ or ‘look, a negro!’, 
On that day, completely dislocated, unable to be abroad with the other, 
the white man, who unmercifully imprisoned me, I took myself far off 
from my own presence, far indeed, and made myself an object. What 
else could it be for me but an amputation, an excision, a hemorrhage 
that spattered my whole body with black blood? (BSWM 85) 
Fanon says that in such a situation he cannot consider himself a human subject with 
his own choices and desires but an object that is inferior to someone who is fully 
human and dependent on the mercy of his masters for his identity and recognition. 
The book also expounds the results of the construction of identity of the colonised 
subject as other. The Negro is the other and deprived of all the qualities which the 
colonising people possess such as being civilised, rational and intelligent. On account 
of these qualities, which the whites attributed to themselves, they retain a sense of 
superiority while the Negroes are considered to be inferior and uncivilised. To come 
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out of this sense of inferiority, the Negroes or the colonised try to adopt the civilised 
ideals of the French. But, in Fanon’s words, “The white world, the only honorable 
one, barred me from all participation. A man was expected to behave like a man. I 
was expected to behave like a black man—or at least like a nigger” (BSWM 86). In his 
opinion, the end of colonialism can be brought about by changing the psychology of 
both the colonisers and the colonised and not just by political, cultural and economic 
changes. In The Wretched of the Earth (WE), Fanon highlights the need of the Marxist 
perspective to usher in an effective anti-colonial revolution. In his opinion, 
decolonisation or the achievement of independence is a violent process. He starts his 
book with a clear call to arms, “National liberation, national renaissance, the 
restoration of nationhood to the people, commonwealth: whatever may be the 
headings used or the new formulas introduced, decolonization is always a violent 
phenomenon” (WE 35). Fanon further asserts that the natives, who want to liberate 
their country from foreign domination, should be ready from their very birth for a 
violent struggle. In his opinion, for the achievement of independence from colonial 
rule it is necessary that the colonised people must be as powerful as the colonial 
forces are because “. . . decolonization can occur only when that force is met with 
equal antagonism” (Hiddleston 35). Also, according to Fanon, the violent rejection of 
the total system and ideology of the colonial by the colonised is another method of 
decolonisation. In his view, colonialism is not a set of beliefs but a total system whose 
effects can be reduced only by the destruction of that system which cannot be 
achieved without the use of force. To use Fanon’s words, “. . . colonialism is not a 
thinking machine, nor a body endowed with reasoning faculties. It is violent in its 
natural state, and it will only yield when confronted with greater violence” (WE 61). 
For the freedom of his country he wants to bring about a revolution and he appeals to 
the intellectuals of the country to return to their traditions and also to the peasants to 
adopt positive and progressive ideals. In his view, a unified national consciousness is 
very essential for an anti-colonial struggle. He appeals to the people of different races 
and tribes to unite and “. . . a rapid step must be taken from national consciousness to 
political and social consciousness” (203-04). Fanon opines that this national 
consciousness filled with social and political needs must also be framed by a 
humanistic outlook. Fanon concludes his book by emphasising that the African and 
other colonised nations should not imitate the Europeans but evolve their own 
concepts, while struggling for the freedom of their country and for the unity of human 
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kind. He says, “For Europe, for ourselves, and for humanity, comrades, we must work 
out new concepts, and try to set afoot a new man” (316). 
A significant trend in postcolonial studies is the hostile attitude adopted by 
some postcolonial writers such as Ngugi wa Thiong’o, towards the English language. 
He decided to write in his mother tongue Gikuyu and not in English. In his 
Decolonizing the Mind: The Politics of Language in African Literature (1981), Ngugi 
argues against English and regards it as a medium of suppression. Gikuyu was his 
childhood language which was spoken by his family members at home and in the 
fields by workers. He got his early education in his native tongue but “. . . when the 
State of Emergency was declared in 1952, Gikuyu was replaced at school by English” 
(McLeod 126). Children in schools were punished if they talked in Gikuyu and the 
language was prohibited. In Ngugi’s opinion, the suppression of the native tongue was 
a violent policy of the colonisers used to dominate over the natives. The dismissal of a 
language is the dismissal of a whole culture because, 
Culture embodies those moral, ethical and aesthetic values, the set of 
spiritual eyeglasses, through which they come to view themselves and 
their place in the universe. Values are the basis of a people's identity, 
their sense of particularity as members of the human race. All this is 
carried by language. Language as culture is the collective memory 
bank of a people's experience in history. (Thiong’o 14-15) 
Thus, he thought that if he would continue to write in English, he would remain cut 
off from the ‘memory bank’ of his people. Writing in English, in Ngugi’s view, is to 
encourage the values of the oppressor, “. . . to see the world through colonial lenses 
and not through inherited ‘spiritual eyeglasses’” (McLeod 127). This is the reason, 
why he decided to write in Gikuyu and appealed to other African writers to write in 
their mother tongue. He says that through the use of indigenous language, they might 
“. . . reconnect themselves to the revolutionary traditions of an organised peasantry 
and working class in Africa in their struggle to defeat imperialism” (Thiong’o 29). 
The use of English will also disrupt the creation of national consciousness, so he 
opposed its use. 
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 Homi K. Bhabha, another influential postcolonial theorist, was influenced by 
Jacques Derrida’s theory of deconstruction, Jacques Lacan’s ideas on psychoanalysis, 
Michel Foucault’s concepts of power and knowledge and Mikhail Bakhtin’s notion of 
dialogic while developing his own theories as a postcolonial writer. In Nation and 
Narration (1990) and in The Location of Culture (1994), he argues against the 
tendency to essentialise the Third World countries into a homogenous identity and 
identifying it as a colonial tendency (Habib 750). A significant contribution of his, 
among other things, is the notion of ambivalence. In The Location of Culture, he uses 
the concepts of mimicry, stereotype and hybridity which have been influenced by 
semiotics and Lacanian psychoanalysis in arguing that cultural production is most 
productive where it is most ambivalent. In his opinion, colonialism is both; the 
straight forward oppression, domination and violence of colonised by the coloniser as 
well as a period of complex and varied cultural contact and interaction. Bhabha 
highlights how the West is troubled by its counterpart – the East, which is used by the 
West to explain its identity and to justify its rational self-image. Bhabha derives the 
term ambivalence from psychoanalysis which means a continuous fluctuation 
between wanting one thing and also desiring its opposite. He adapts it into the 
colonial discourse theory to describe the complex mix of attraction and repulsion that 
characterises the relationship between the coloniser and the colonised. This 
relationship is ambivalent because the colonised subjects are complicit as well as 
resistant to colonial rule. In this way, from the coloniser’s perspective ambivalence is 
an undesirable aspect. Stereotype is another important concept of colonial discourse 
redefined by Bhabha. In his opinion, the stereotype is not a fixed image which is “. . . 
a form of knowledge and identification that vacillates between what is always ‘in 
place’, already known, and something that must be anxiously repeated . . .” but an 
idea whose repeated use strengthens its producer’s power (Bhabha 66). Mimicry is 
also crucial in describing the ambivalent relationship between the coloniser and the 
colonised. In their civilizing mission, the colonisers encouraged the colonised subject 
to mimic them by adopting their cultural habits, assumptions, institutions and values. 
The result of this is not a simple reproduction of behaviour but behaviour which is full 
of mockery and menace. In Bhabha’s opinion, “. . . colonial mimicry is the desire for 
a reformed, recognizable Other, as a subject of a difference that is almost the same, 
but not quite” (86). The effect of mimicry proves destructive and disturbing for the 
colonial authority. It is an inherent threat to both “. . . ‘normalized’ knowledges and 
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disciplinary powers” (86). Hybridity is another and most celebrated concept discussed 
by Bhabha. It refers to the “. . . creation of new transcultural forms within the contact 
zone produced by colonization” (Ashcroft, Griffiths, and Tiffin, Post-Colonial Studies 
118). In Bhabha’s opinion, this contact zone of the colonised and the coloniser is 
constructed in a space which he calls the “Third Space of enunciation” (Bhabha 37). 
During the contact, new cultural identities emerge in the ambivalent space and the 
hierarchical purity of cultures cannot be maintained. This new cultural identity which 
emerges in the third ambivalent space is called hybridity and the space is called the 
hybrid third space.  
The contribution of Gayatri Chakravorty Spivak to postcolonial theory cannot 
be ignored. She is “. . . known for her translation of, and lengthy preface to, Derrida’s 
Of Grammatology . . .” in 1976 (Habib 747). She has been influenced by 
deconstructionist thoughts and psychoanalyst, like Bhabha, while developing her 
thoughts on colonialism and post-colonialism. She employs Marxist and feminist 
theories also and the range of her critical productions is versatile. Myself, I Must 
Remake: The Life and Poetry of W. B. Yeats (1976), In Other Worlds (1987), Selected 
Subaltern Studies (1988), The Post-Colonial Critic (1990), Outside in the Teaching 
Machine (1993) and A Critique of Postcolonial Reason: Towards a History of the 
Vanishing Present (1999) are some revolutionary critiques of Spivak. But her most 
important and landmark criticism is her essay “Can the Subaltern Speak?”, first 
published in 1983. In this essay, Spivak raises a very important question whether the 
subaltern people in colonised situations are able to attain a voice. The term subaltern 
refers to the people of inferior military rank and was first used by Italian Marxist 
Antonio Gramsci in his Prison Notebooks (1929-1935) for the working masses that “. 
. . needed to be organized by left-wing intellectuals into a politically selfconscious 
force” (Habib 748). This term has also been adopted by the Subaltern Studies Group 
in India which has given voice to the struggles of the subaltern masses of India 
through their writings. This group has been founded by Ranajit Guha. The other 
members of the group are Shahid Amin, David Arnold, Partha Chatterjee, David 
Hardiman and Gyan Pandey. The term subaltern has become a customary way to 
designate the colonial subject. It “. . . has been constructed by European discourse and 
internalized by colonial peoples who employ this discourse. . .” (Abrams and 
Harpham 238). Subaltern is a British word which is used for someone of inferior 
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military rank, and combines the Latin term for “under” (sub) and “other” (alter). 
Subaltern means one who belongs to inferior and subordinate groups and does not 
have access to power. Gramsci in his Prison Notebooks includes in subaltern group 
the peasants, workers, women, and other groups who were outside the structures of 
political organisations. According to Gramsci, as mentioned in Post-Colonial Studies;  
. . . the history of subaltern social groups is necessarily fragmented and 
episodic, since they are always subject to the activity of ruling groups, 
even when they rebel. Clearly they have less access to the means by 
which they may control their own representation, and less access to 
cultural and social institutions. (Ashcroft, Griffiths, and Tiffin 216)  
Spivak in her essay “Can the Subaltern Speak?” asserts that the representations 
of the third-world woman as a subject “. . . within western and elite nationalist 
discourses are complicit with first world/nationalist institutional practices . . .” 
(Abraham 52). She connects the claims of Michel Foucault and Gilles Deleuze with 
the policies of British colonial administrators in rescuing Indian women from the 
oppressive shackles of Hindu tradition. Foucault and Deleuze opine that human 
individuals are not sovereign subjects with free command over their consciousness. 
The subjectivity of human beings “. . . is constituted by the shifting discourses of 
power which endlessly ‘speak through’ us, situating us here and there in particular 
positions and relations” (McLeod 172). Thus, human beings are not sovereign in 
constructing selfhood. The individual being is not the sole creator of consciousness as 
it is not a transparent depiction of self but constructed through the effect of discourse. 
But when Foucault and Deleuze discuss the oppressed groups they appear to be 
autonomous subjects with full command over consciousness. In Spivak’s words, in 
saying this they are guilty of “. . . the clandestine restoration of subjective 
essentialism” (Spivak 74). They also believe that the writings of intellectuals “. . . 
who are neither of these S/subjects, become transparent in the relay race, for they 
merely report on the nonrepresented subject and analyse (without analysing) the 
workings of (the unnamed Subject irreducibly presupposed by) power and desire” 
(74). In elaborating upon the project of colonialism, Spivak also uses Foucault’s 
notion of “epistemic violence” which means the forceful imposition of a set of beliefs 
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by the coloniser on the subjugated population (76). She says, “The clearest available 
example of such epistemic violence is the remotely orchestrated, far-flung, and 
heterogeneous project to constitute the colonial subject as Other” (76). This colonial 
project of epistemic violence is also aimed at destroying the every trace of the subject 
which is dependent upon the coloniser’s will. In her opinion, the systematic 
organisation of Hindu Laws by the British was the part of this project. To achieve this 
end, the British produced a class of native intellectuals by giving them English 
education that was Indian in blood and colour but English in taste. Spivak quotes 
Thomas Babington Macaulay’s notorious “Minute on Indian Education” (1835), to 
show the strategies of colonial rulers,  
We must at present do our best to form a class who may be interpreters 
between us and the millions whom we govern; a class of persons, 
Indian in blood and colour, but English in taste, in opinions, in morals, 
and in intellect. To that class we may leave it to refine the vernacular 
dialects of the country, to enrich those dialects with terms of science 
borrowed from the Western nomenclature, and to render them by 
degrees fit vehicles for conveying knowledge to the great mass of the 
population. (qtd. in Spivak 77) 
English education, technology and civilisation had fulfilled the aim of the 
reformulation of laws and the production of an English educated elite group. Now the 
effect of this epistemic violence is that this elite group had spoken for the subaltern 
oppressed mass and the source of information of this group was the documents 
recorded by colonial authority. In Spivak’s perspective, the condition is same in the 
current scenario as in the works of Ranajit Guha and other Subaltern Studies scholars. 
She criticises that “These critics read documents recording subaltern insurgency 
produced by colonial authorities in order to retrieve from them the hitherto absent 
perspectives of the oppressed subalterns” (McLeod 192). Although critical, Spivak is 
concerned to the intentions of these scholars and advises them to be cautious while 
attempting to regain the subaltern consciousness from texts. To regain the disorderly 
voice of a subaltern subject from the colonist’s documentation “. . . is to risk 
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complicity in an essentialist, specifically Western model of centred subjectivity in 
which ‘concrete experience’ is (mistakenly) preserved” (193). And when the question 
of female representation arises, these issues have become more complicated because 
subaltern insurgency tends to give precedence to men. To quote Spivak, 
Within the effaced itinerary of the subaltern subject, the track of sexual 
difference is doubly effaced. The question is not of female 
participation in insurgency, or the ground rules of the sexual division 
of labour, for both of which there is ‘evidence’. It is, rather, that, both 
as object of colonialist historiography and as subject of insurgency, the 
ideological construction of gender keeps the male dominant. If, in the 
context of colonial production, the subaltern has no history and cannot 
speak, the subaltern as female is even more deeply in shadow. (82-3) 
After discussing the viewpoints and theories of postcolonial thinkers, it is 
necessary to discuss some of the limitations of the term postcolonialism. Though it is 
a broad and sprawling concept, there are some challenges and limitations of the use of 
the term as indicated by Ania Loomba. She discusses the views of some critics in her 
Colonialism/Postcolonialism (2005) to prove her argument. In Ella Shohat’s view, the 
very acceptability of the term postcolonial in the Western academy “. . . serves to 
keep at bay more sharply political terms such as ‘imperialism’ or ‘geopolitics’” (qtd. 
in Loomba 3). A related charge is formulated by Terry Eagleton that analysis of 
cultural differences are permissible within the scope of postcolonialism but economic 
exploitation is not. He further says that, “Many writers and academics working in 
once-colonised countries do write extensively about economic exploitation, but their 
work is often not included within what has become institutionalised as ‘postcolonial 
studies” (qtd. in Loomba 3-4). Another limitation of studying ‘postcolonial studies’ as 
a course in institutions is the lack of appointment of the concerned teachers as well as 
limited number of classes allotted for this field of study. It is very troublesome for a 
person to provide the minute details and experiences of any colonised nation in a short 
period. In postcolonial studies often non-European texts are studied “. . . only in 
juxtaposition to, or as offering a critique of, European literatures” (4). Another 
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problem with postcolonial studies is that the articles by some key postcolonial 
thinkers have become more significant than the area itself which is very harmful for 
the field. Loomba holds the Western and United States academies responsible for this. 
She is also of the view that the nature of the theoretical work itself is difficult and 
students could hardly get a thorough knowledge of the historical as well as cultural 
background of colonialism and post-colonialism. But with the turn of the century, the 
sphere of postcolonial studies is widening and the writing back of empire is accepted 
by the American and British academies. Postcolonial studies, in the present context, 
do not accept Eurocentric norms and also add to the literary canon by including 
colonial and post-colonial writers of Third World countries. This becomes clear by 
the following statement, 
In the United States and Britain, there is an increasingly successful 
movement to include, in the standard academic curricula, the brilliant 
and innovative novels, poems, and plays by such postcolonial writers 
in the English language as the African Chinua Achebe and Wole 
Soyinka, the Caribbean islanders V. S. Naipaul and Derek Walcott, and 
the authors from the Indian subcontinent G. V. Desani and Salman 
Rushdie. (Abrams and Harpham 238) 
In order to understand the expansion and recent trends of postcolonialism it is 
important to trace the themes, styles and techniques of some of the prominent fiction 
and non-fiction writings, poetry and plays written by the writers from countries that 
were once colonised. Some of the major recurrent themes in the texts of postcolonial 
fiction and non-fiction writers are; identity crises and formation, rejection of the 
cultural practices of the coloniser, reclamation of the older and glorious native 
traditions of once colonised nations, establishment of indigenous rule, depiction of the 
suppressed condition of subordinate classes and their attempt to revive themselves, 
delineation of the native history and experiences of colonisation from the viewpoint of 
the marginalised, writing about their experiences in the migrant nation and about their 
mother land by the diaspora writers, recollection of the trauma of partition of Indian 
subcontinent, establishing the voice of the subaltern and writing autobiographies. In 
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South Africa, Chinua Achebe, Bessie Head, Edward Kamau Brathwaite and Nelson 
Mandela are some of the important postcolonial fiction and non-fiction writers. 
Chinua Achebe, through his novels Things Fall Apart (1958), No Longer at Ease 
(1960), Arrow of God (1964) and A Man of the People (1966) and through several 
short-stories, forms the notion of identity “. . . as a paradigm of cultural resistance 
against colonial rule” (Ghosh 33). Achebe’s novels recapture the older forms of 
existence during colonial rule as well as trace the problems of contemporary Nigeria. 
The agonising experience of colonial rule recollects the subversion of native culture 
and society, the struggle for establishing indigenous rule and the emerging challenges 
faced by native society in the form of poverty, corruption and the increasing 
impoverishment of the people. In Achebe’s opinion, the experience and understanding 
of social and political structures of the West cannot be applied on the complex 
situations of Africa which is a country of immense diversity. Bessie Head in the novel 
Maru (1971) raises the issues of social marginalisation and suppression which are 
visible in the forms of racism and class hierarchy. The novel deals with the 
exploitation of and appropriation on an indigenous group in Botswana namely 
Masarwa by European colonisers. It also describes the upliftment of subjugated 
classes through the character of Margaret. Attempts have been made by the 
protagonist Maru to challenge the racial prejudices of the villagers instilled by the 
colonisers and to decolonise the faulty social structures. Edward Kamau Braithwaite’s 
non-fiction writings such as The Development of Creole Society in Jamaica, 1870-
1920 (1971) and History of the Voice (1984) centre on the continuation of the 
indigenous African cultural expressions such as native dance, music and oral poetry 
and also the formation of a hybrid European-African culture which is based on “. . . 
the process of interchange and transformation rather than the search for an originary 
culture” (Innes 38). Nelson Mandela through his autobiography Long Walk to 
Freedom (1995) portrays his early life, education and twenty-seven years of his 
imprisonment. He was imprisoned during the apartheid government as a terrorist 
because of his support to the outlawed African National Congress. He concludes his 
book with the resolution to continue his fight against the apartheid government. Thus, 
the depiction of the history and experience of colonisation from the perspective of the 
marginalised is a major trend of African postcolonial literature. 
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Patricia Grace, Sam Watson and Kim Scott are some prominent Australian 
novelists. Grace’s novel Potiki (1986) reconnects the contemporary political world 
with pre-colonised world, views and beliefs. The novel “. . . dissolves the boundaries 
between primordial ancestors and contemporary characters to produce a world view in 
which specifically located spiritual and cosmological beliefs are as visibly enacted as 
human opportunism and coercion” (Wevers 126-7). Another novelist Sam Watson’s 
The Kadaitcha Sung (1990) is characterised by violence and anger while it portrays 
the miserable life of indigenous people. The novel reviews the “. . . colonisation and 
its postcolonial effects by replacing historical chronology with mythological 
synchrony . . .” (126). Kim Scott’s Benang (1999) represents the colonised and 
deprived peoples’ brutal and disrupted social, political and cultural world. The novel 
also depicts the violence and racial discrimination against the indigenous people.  
Khushwant Singh, Bharati Mukherjee, Salman Rushdie, Meena Alexander, 
Bama and Bapsi Sidwah are some of the prominent postcolonial novelists of India. 
Khushwant Singh’s Train to Pakistan (1956) is a very humane and compassionate 
record of post-partition horrors. Bharati Mukherjee and Salman Rushdie are the 
diaspora writers of India whose writings revolve around India, the country of their 
birth, in spite of living abroad. They have contributed a lot to the development of 
fiction and non-fiction writings in English. The term diaspora designates “. . . the 
voluntary or forcible movement of peoples from their homelands into new regions 
[and is] a central historical fact of colonization” (Ashcroft, Griffiths, and Tiffin Post-
Colonial Studies 68-9). Bharati Mukherjee was born and brought up in Calcutta and “. 
. . married a French born writer Clark Blaise and finally settled in America” (Khan 
62). Days and Nights in Calcutta (1977) is the most popular non-fiction work which 
she wrote in collaboration with her husband. In this work she portrays the Indian way 
of life, Indian scenes and situations and the changing scenario of the country, as a 
sympathetic observer. Her novels Wife (1975), Jasmine (1989), Desirable Daughters 
(2002), The Tree Bride (2004) and many more revolve around Indian women trying to 
settle in a foreign country, her own experience of racism in Canada as well as the 
phenomenon of migration and alienation which are characteristic features of 
postcolonial society. Ahmad Salman Rushdie, born in 1947 in Bombay, is a diaspora 
writer who combines magical realism with historical fiction. Through his fictions, he 
shows “. . . the changing Indian life from independence to the closing decades of the 
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twentieth century” (63). His masterpiece Midnight’s Children (1981) delineates the 
scenes, situations and characters of the transitional phase of India; that is, from 
colonisation to freedom in 1947. In spite of living in Britain, he closely analyses the 
predicament of the new generation who took birth after Indian independence and 
about the attitudes of leaders towards their country. Most of his novels and collections 
of short stories deal with the political, social and familial turmoils of India and 
Pakistan. Meena Alexander’s memoir Fault Lines (1993) analyses her “. . . multiple 
selves that clamoured to be let loose from the confines of her body” (Nair 75). The 
title of her memoir suggests her feeling of rootlessness. Alexander defines the 
meaning of fault in the opening pages of her memoir as “Fragments of the adjoining 
rocks mashed and jumbled together, in some cases bound into a solid, mass called 
fault-stuff or fault rock” (qtd. in Nair 76). In the same manner she is also “. . . cracked 
by multiple migrations. Uprooted so many times she can connect nothing with 
nothing” (Nair 76). In America she is never accepted and in Minneapolis she feels 
otherness and alienation. But in spite of all the confusions and unacceptability she is 
successful in finding her identity “. . . in being true to her creative self – thus going 
beyond the boundary lines set by nation, race, gender and colour” (79). Tamil writer 
Bama records the social marginality of a Dalit community in a South Indian village in 
her autobiographical novel Karukku (2000). The traumatic experience of caste 
discrimination from the perspective of a Dalit woman is narrated in first person in the 
novel. This is why, “. . . the work is an example of the testimonial genre because it 
draws on personal suffering to convey the shared historical experience of oppression” 
(Morton 165). Gita Hariharan’s Thousand Faces of Night (1992), Umakanta Sarma’s 
The Bharandas (2000), Siddhartha Deb’s The Point of Return (2002) and Arvinda 
Adiga’s The White Tiger (2008) are some of the works which depict the struggle for 
reclaiming lost places by marginalised sections. Bapsi Sidwah’s Ice-Candy-Man 
(1988) which was published in USA as Cracking India in 1991 is a brilliant 
autobiographical novel. The story is narrated by a child whose condition is similar to 
Sidwah’s own condition at the time of the partition of India. Her Parsi family in 
Lahore had experienced anguish and miseries as had been experienced by various 
groups during the partition of Indian subcontinent into India and Pakistan in 1947. 
Autobiography of an Unknown Indian (1951) by Nirad C. Chaudhuri, Timepass the 
Moments of Protima Bedi (2000) by Protima Bedi, Death at my Doorstep (2005) by 
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Khushwant Singh, and Letters between a Father and Son by V. S. Naipaul are some 
other important autobiographies by Indian novelists.  
The themes of most of the postcolonial poetry are the glorification of national 
culture, national identity, landscape, ritual and tradition because it has been “. . . 
construed in relation to colonial poetry, and appreciated as ‘resistance’ and 
‘subversion’ of former colonizer” (Das 8). Dennis Brutus, Wole Soyinka, Bernard B. 
Dadie and Edward Kamau Brathwaite are some of the significant poets from Africa. 
Brutus’ revolutionary poems are filled with the spirit of freedom and justice for South 
African people.  His poetry, according to Jasper A. Onuekwusi, 
. . . is a response to the unsavoury demands which a horrible socio-
political situation makes on his personality. . . . In his poetry words are 
charged with lethal colours. From Brutus we read poetry that shocks, 
stimulates, agitates, activates and educates us about the South African 
society. (qtd. in Das 8-9)  
He and his contemporaries use the native traditions of their country, their sense of 
liberty and freedom and also use English in their own way. Wole Soyinka and 
Bernard B. Dadie celebrate the sense of belonging to their country in their poetry and 
“. . . have a sense of pride in using English in their own way . . .” (Das 10). Dadie 
shows his contentment on being black in the poem “I Thank you God for Creating me 
Black.” He uses powerful images to show the suppression inflicted by European 
colonisers; 
I thank you God for creating me black 
For making of me 
porter of all sorrows, 
setting on my head  
The World. (qtd. in Das 10) 
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Edward Kamau Brathwaite’s epic trilogy The Arrivants (1973) is an important 
text which sketches the migration of African peoples as slaves from Africa to England 
and their further sufferings during their journey to France and United States in search 
of economic and psychic survival. The recovery of the Ghanaian culture after two or 
three centuries by African Caribbeans is the theme of the middle section of the trilogy 
called Masks. 
Australian poets such as Judith Wright and A. D. Hope celebrate the image of 
their native land. In the poem “The Cycads”, Judith Wright personifies a small 
creature cicada into the image of country and through this personification she displays 
the struggle, sadness, survival and final triumph of the country from subjugation. She 
praises her mother land in her book Preoccupations in Australian Poetry (1965) that 
“It has been the outer equivalent of an inner reality, first and persistently, the reality 
of exile; second though perhaps we now tend to forget this, the reality of newness and 
freedom” (qtd. in Das 12). Thus, the celebration of native culture, landscape and 
native idiom, sharing the experiences of freedom struggles, and using English in their 
own way by rejecting the colonisers’ English are the prominent themes and trends of 
postcolonial poetry. 
Indian poets also protested against the colonial rule and its devastating effects 
through their poetry. They also attempted to “. . . establish their individual identity 
independent of their colonizer” by their creative writing and “. . . successfully made 
the colonizer’s language (i.e., English) as a vehicle for creative expression” (Das 8). 
Shiv K. Kumar and Nissim Ezekiel are important postcolonial poets of India who deal 
with the themes of East-West encounter, Indian landscapes, personal and national 
identities. Shiv Kumar’s poem “A Letter from New york” is about the search for 
identity. Poems such as “Indian Women”, “Banaras: Winter Morning”, 
“Transcendental Meditation” and “Karma” depict the natural scene, environment and 
life and the myth and philosophy of India’s glorious culture and civilisation. Some of 
Nissim Ezekiel’s poems derive their themes from the life of the common people. 
Other poems namely “Subconscious”, “Speech and Silence”, “Encounter” and 
“Double Horror” deal with the themes of the divided self, isolation and the stressed 
condition of modern man which are the outcome of the cultural encounter between the 
colonisers and the colonised. In his opinion, modern city life leads to loss of vigour, 
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corruption of the essential self and degrades man, by making him materialistic. It can 
be said that postcolonial Indian poetry largely depicts modern man’s agonies, 
isolation and search for identity as a result of colonial encounter and also glorifies the 
native tradition and landscape. 
  Reclamation of the past, reviving the native rituals, cultures, and themes 
based on their myths, legends and folklores, depicting the miseries of the down-
trodden and delineating the poor conditions of post-independence nation states are the 
chief trends of postcolonial drama. The theatres of post-independence countries are 
characterised by the mingling of the native imagination with the European colonisers’ 
language, style and form. Derek Walcott, Wole Soyinka and Jack Davis are some of 
the prominent postcolonial dramatists of once-colonised nations. The techniques of 
Derek Walcott’s plays are taken from Trinidadian “. . . Carnival and other traditional 
forms such as spirit-possession performances, the Papa Diable masquerade, the Crop-
Over and the Jonkonnu” (Crow and Banfield 20). He is without doubt the only major 
dramatist of the Caribbean. To quote Crow and Banfield, “The quest for liberation 
from the pervasive sense of colonial subordination and inauthenticity, the search for 
‘a dialect which has the force of revelation’, has been the main impulse shaping the 
variety of formal experiments he has undertaken as a playwright” (21). His Ti-Jean 
and His Brothers (1958) and Dream on the Monkey Mountain (1967) exploit the 
narrative and formal possibilities of folk-tale and legend. Dream on the Monkey 
Mountain develops the folk narrative at its best which “. . . succeeds in forging a new 
version of the expressionistic, psychological dream play that can evoke not only an 
individual’s anguished consciousness but the dramatist’s complex sense of the 
condition of his people” (22). 
Nigerian Yoruba playwright, poet, novelist and political activist Wole 
Soyinka’s theatre of rituals, as is clearly evident by its name, also derives its themes 
and techniques from indigenous performances, from the celebration of seasonal rituals 
and from the travelling theatres of Hubert Ogunde and Baba Sala or the Ghanaian 
Concert Party. Some of his plays use Western dramaturgical and performance models 
which have been fused with familiar, living traditions drawn from ritual and popular 
religious and secular African theatres. Soyinka also has long been “. . . preoccupied 
by the West’s disruptive effect on the African continent and in particular his own 
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country of Nigeria” (Crow and Banfield 81). His A Dance of the Forests (1960) 
celebrates Nigerian Independence Day modelled on a Yoruba New Year festival. The 
Strong Breed (1964), Kongi’s Harvest (1965) and Death and the King’s Horseman 
(1976) all these plays are based on African indigenous ritualistic trends and 
contributed in the revival of native culture which has been suppressed and destroyed 
by colonial rule. 
Portrayal of the colonial rule and its devastating and oppressive effects on 
Australian aboriginal population are the themes of the plays written by Jack Davis. 
The past’s pressure and burden upon the present; that is, the negative effects of the 
colonial rule on the present situation is the constant theme of Australian drama. Davis 
writes about “. . . the Australian historical experience of dominating and being 
dominated with a remarkable absence of the mythic nostalgia that afflicts even some 
of the best of white writing” (64). His plays No Sugar (1985), Kullark (1972), 
Barungin (1983) and a poetic trilogy First Born (1970) deal with “. . . black-white 
relations in Australia as ‘war’, an ‘unrecognised war of gun against spear’” and 
chronicle “. . . this war, this story of genocide and oppression, from its beginning till 
the present day” (64). His plays also depict some more serious and detrimental 
symptoms prevalent in black Australian communities such as endemic alcoholism and 
drug use, high level of violence, petty crime and imprisonment, chronic 
unemployment and a sense of alienation and hopelessness.  
 Asif Currimbhoy, Habib Tanvir, Girish Karnad, Vijay Tendulkar, Mahashweta 
Devi and Uma Parameswaran are some of the postcolonial dramatists of India and 
contemporaries of Badal Sircar. Discussing the themes, styles and techniques of their 
plays will help in the understanding of recent trends in postcolonial Indian drama and 
their contribution as well. After achieving independence in 1947 till the end of the 
century, India has undergone a lot of economic, political, cultural and social 
upheavals which are the after effects of the colonial rule and the exploitative 
strategies of the rulers. Several changes can be seen in Indian drama at the level of 
styles, themes and techniques. The social, political, psychological and religious 
problems of contemporary society have become the themes of postcolonial dramas. 
Some writers have turned to classical and mythological themes to delineate the 
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present situations while some others have created a new technique which is a mixture 
of Indian folk and Western theatres.  
 Asif Currimbhoy, born in 1928, is among the very few dramatists of India who 
has written in English and is hailed as the first authentic voice in Indian theatre. He 
fuses the elements of pantomime, song and dance and “. . . succeeds brilliantly in 
creating powerful auditory and visual images . . .” on stage (Reddy and Dhawan 16). 
His first play Goa (1964) deals with racial discrimination as a paradigm of 
postcolonialism. Thorns on A Canvas (1962) depicts the exploitation of some artists 
of the lower strata by an upper class patron of art. The Clock (1993) which is a one-act 
play mirrors the frustration, isolation, helplessness, materialism, lust, loneliness and 
moral degradation of contemporary life. All these plays highlight problems caused to 
a great extent by capitalism and materialism. In Currimbhoy’s plays, “. . . one can 
discern a definite philosophical basis that can be recognised in the very titles of his 
plays – The Hungry Ones, The Captives, The Doldrummers, An Experiment with 
Truth, God, This Alien . . . Native Land, and Om” (17). His use of Hindi to make 
dialogues sound Indian, techniques like backdrop music, rapid change of time and 
place are some of the experiments he has conducted with his plays. His plays are very 
successful on stage because they are characterised by social realism, implicit 
philosophy and topicality.  
Habib Tanveer (1923-2009) was another playwright, theatre director and actor 
who wrote in Urdu and Hindi. His significant plays are Agra Bazar (1954) and 
Charandas Chor (Chandradas the Thief) (1974). His fame rests on his work with 
Chhattisgarhi tribals, at the ‘Naya Theatre’, a company which he established in 1959 
in Bhopal. He went on to include indigenous performance forms such as naacha to 
create a new theatrical language. His plays represent the neo-traditionalist movement 
in post-independence Indian theatre. Dharwadkar comments, 
Instead of the contrived “authenticity” of urban performers 
experimenting with nonurban performance genres, Tanvir’s theatre has 
maintained a singular identity between narrative, performer, and 
performance style, providing an influential example of how the urban 
and the rural may interpenetrate. (64-5) 
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 Through his plays, Girish Karnad has made a great effort to resist the legacy 
of colonialism by upholding Indian values and its cultural ethos. Discovering less 
known and ambiguous myths, understanding their significance and connecting them 
to the selected story are the common features of Karnad’s dramatic style. He takes up 
existentialist issues like identity, split personality, ideological break-ups and 
dichotomy of life in his plays and uses folk tales, myths and historical personalities 
and themes to convey his messages and to establish their relevance to the post-
colonial conditions. The play Nagamandala (1988) centres on man-woman 
relationship; “. . . the failure of man to treat woman as person and provide space for 
the fulfilment of her personality” (Nigam 35). To give a romantic charm to the story 
he employs folk beliefs and the myth of Cobra. The play Tughlaq (1964) deals with 
dual personality of the rashly idealist fourteenth century Sultan of Delhi, king 
Mohammad bin Tughlaq. The ideal and the real are juxtaposed in the play. The play is 
an allegory on the Nehruvian era which started with ambitious idealism and ended up 
in disillusionment. Hayavadana (1971) is based on a theme drawn from The 
Transposed Heads, a 1940 novella by Thomas Mann, which is originally found in 
Kathasaritsagara. In Hayavadana, Karnad employed Yakshagana, the folk theatre 
form of Maharashtra. Thus, his use of folklores and myths in the context of modern 
socio-political conditions makes him unique among his contemporaries. 
 Mahasweta Devi, born in 1926 in Dacca, East Bengal, now known as 
Bangladesh, is a prolific writer, novelist, short story writer, social activist and 
playwright. The most frequent theme of her works is fighting for the basic human 
rights for the untouchables. Her plays revolve around the playwright’s deep sympathy 
for the untouchables and down-trodden who are deprived of their fundamental rights. 
In her plays, “. . . we find the portrayal of the anguish and agony of the down-trodden, 
societal and legal violation of human rights to Dalits and tribals, women and children” 
(Trivedi 169). Her play Aajir is the story of a slave who is forced to live like a slave 
because of a bond signed by an ancestor and it denies him the right to love and live 
independently. Another important play is Water which depicts the monopoly of upper 
caste feudal lords over basic human necessities such as water. The Naxalite 
movement of the late 1960s and early 70s has influenced her work deeply. Her Hajar 
Chaurashi Ma (Mother of 1084) is the story of an upper middle class woman whose 
world has changed when her son is killed for his Naxalite conviction. In her plays, she 
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uses “. . . the dramatic device of a character in the present crunching a happening in 
the past. . . . The device itself becomes a metaphor for the continuities in the process 
of exploitation” (Dasan 78). Devi does not pay much attention to the technical 
aspects. This is the reason why her plays are not successful on stage but are “. . . 
performed by Dalits and Tribals in plenty, and . . . used as a tool in their fight against 
human rights violations” (79). Thus, Mahasweta Devi by raising her voice for the 
rights of the underprivileged and by making them aware of their exploitation through 
theatre fulfils the responsibilities of a postcolonial dramatist. 
 Reviving native culture, depicting the feeling of rootlessness in a foreign land 
and the agony of partition are the major themes of Uma Parameswaran, a poet, 
playwright and short story writer. She is keenly interested in carrying the Indian 
culture and heritage to the children of Winnipeg. One of her plays, Sons Must Die is 
based on the theme of the partition of India in 1947. It depicts the horror and futility 
of war. Meera, a dance drama and Sita’s Promise celebrate the Indian art tradition and 
familiarise the outsider with Indian culture and tradition. In Sita’s Promise, Uma 
brings “. . . epic India closer to modern Canada through myth and dance. . . . Uma 
depicts the plight of the immigrants and the pangs of alienation symbolically by the 
sufferings of the birds” (Trivedi 173). Another play Rootless but Green are the 
Boulevard Trees represents the migrant experiences of three generations of an Indian 
family in Canada. 
Vijay Tendulkar (1928-2008) is best known for his theatre of violence wherein 
he primarily dramatises the isolation and anguish of the individual and his 
confrontation with hostile surroundings. Tendulkar “. . . does not consider the 
occurrence of human violence as something loathsome or disgusting in as much as it 
is in note in human nature” (Asthana 18-19). This is the reason why “While depicting 
violence on the stage, Tendulkar does not dress it up with any fancy trapping so as to 
make it palatable . . .” (19). He brings a new awareness and attempts to depict the 
agonies, suffocations and cries of man, focusing on the middle class society. Silence! 
The Court is in Session (1968), The Vultures (1971), Ghashiram Kotwal (1972), and 
Sakharam Binder (1972) are some of his plays which handle the themes of social 
realities like caste and class, cause of women, conflict between individual and society, 
questions of alienation and survival, power and politics and psychological upheavals; 
all the ill effects of colonial rule in Indian. Through his plays, Tendulkar tries to find 
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out how “. . . apparently simple and straightforward people turn violent, how they 
come to love, hate and envy each other, how they become enslaved by passion, and 
how and why they are lonely and alienated” (Deshpande 19). He brought changes in 
the form and pattern of Indian drama by dismantling the three-act play and generating 
new models. He developed “. . . the flexible as well as carefully crafted forms, modes 
of recitation and story telling specific to his region, he has managed to bridge the gulf 
between traditional and modern theatre by creating a vibrant new theatrical form . . .” 
(Reddy and Dhawan 23).  
Thus, writing fiction and non-fiction works, composing poetry and writing and 
performing drama by following the above mentioned themes, styles and techniques 
such as reclaiming the past, writing about native culture and identity while living in a 
foreign land, glorifying natural landscapes and adopting myths and folk traditions for 
dramatic performances are the major trends of postcolonial writings worldwide. 
Postcolonial writers expressed their anger against the colonial rule and its devastating 
effects by ignoring the common features of the literature of the coloniser and 
foregrounding the themes and features of their own native literature. An important 
trend of postcolonial literature is protesting against the ruinous effects of colonialism 
by the writers of once colonised countries by using English-the language of the 
coloniser in their own way. In this way, “. . . questioning the bases of European and 
British metaphysics” and challenging the “. . . concepts of polarity, of ‘governor and 
governed, ruler and ruled’” are the common practices of postcolonial writers 
(Ashcroft, Griffiths, and Tiffin The Empire Writes Back 32). But there are some 
writers such as Ngugi wa Thiong’o, Vijay Tendulkar, U. R. Ananthamurthy and 
Nirmal Verma who rejected the language of the coloniser for creative expression and 
wrote in their mother tongues. Badal Sircar is also one such writer who found English 
an inappropriate language for his theatre. 
When Badal Sircar came to the theatre scene, the British style Proscenium 
stage was in vogue. This stagecraft was brought by the British when they established 
their economic monopoly in India. This Proscenium stage was used for the 
entertainment of both the colonisers as well as the colonised Bhadralok – the native 
upper class people. Badal Sircar, a reputed first-generation Bengali dramatist of 
postcolonial theatre of India, was born on 15 July, 1925. The beginning of his 
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dramatic career can be traced back to the early fifties. It was the time when India was 
celebrating her newly acquired independence as well as recuperating from the 
exploitative control and policies of the British. The plays of the time were realistic 
and full of a social consciousness. Themes such as the problems of textile workers, 
slum life, mental conflict, frustration, dissatisfaction and the resulting anger of the 
newly emerged middle-class were dealt by the playwrights of the time. Sircar was not 
a full-time playwright and stage director during the initial years of his contact with 
theatre. He was a civil engineer by profession but in 1977 while working with 
Calcutta Metropolitan Planning Organisation and the Comprehensive Area 
Development, he decided to resign from his job in order to dedicate his entire time to 
theatre.  
Before Badal Sircar, Indian People’s Theatre Association (IPTA) had already 
popularised open air productions, but some plays written by IPTA members were 
originally meant for the proscenium theatre. Later on, these plays, originally written 
for the proscenium theatre, were performed in the open-air and even at street-corners. 
A nationwide boost was given to theatre by the Communist Party of India (CPI) when 
its cultural wing established the IPTA. The cause for this drive on the part of the 
Communist Party of India was “. . . the Bengal famine, when 3 million people starved 
to death, allegedly, due to the negligence of the ruling class” (Srampickal 46-47). One 
of the predecessors of Sircar was Bijon Bhattacharya whose play Nabanna, is based 
on the exploitation of peasants by landowners, their impoverishment and successive 
death by starvation. The play was conventional in style but an escape from the 
artificiality of the proscenium theatre. It affected Sircar very much and is one of the 
many reasons which brought him to the theatre scene. The foremost objective of IPTA 
plays was to protest against national evils like black-marketeering, casteism, 
exploitation of the weaker sections, communalism and capitalism. But in the early 
1960s, IPTA disintegrated and its members formed their own groups which focused 
mainly on the proscenium. Notable among them were Kamladevi Chattopadhaya’s 
‘Indian National Theatre’, Utpal Dutt’s ‘Little Theatre Group’ and Thoppil Bhasi’s 
‘Kerala People’s Art Club’. All of them followed the pattern of the proscenium arch 
theatre. The street-corner plays which used only for Leftist election campaign were “. 
. . by and large sterile: the content has nothing new to offer while the form has all the 
novelty it once had . . .” (Sarkar xiii). 
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In this way, dismayed by the dearth of novelty of form and content and also by 
the devastating effects of colonialism, Sircar began to write plays. He has written his 
early plays, like his other contemporaries, bearing in mind the predominant features of 
the proscenium theatre because he belonged to the urban elite class and received 
British style English education. For him theatre meant the urban proscenium theatre 
because since childhood he had visited urban theatres. But soon he felt that 
proscenium theatre does not achieve that objective for which he had committed 
himself to theatre, that is “. . . to make people aware of the injustices they are victims 
of and create in them a sense of responsibility to bring about a revolutionary change 
in society” (xxvi). Sircar, like his other contemporaries, was dissatisfied with colonial 
rule and the economic, cultural, social and psychological damages it caused to Indian 
society both urban and rural. He was a great champion of the subaltern proletariat 
class and of the opinion that the exploitative capitalistic policies of the British not 
only damaged agriculture but also divided Indian society into the upper and the lower 
classes. He firmly believes that this elite-upper class is only exploiting the lower class 
for personal profits and not paying any attention to its welfare. As a creative artist, he 
thought that theatre is the best medium for making people aware of their real 
condition and protesting against exploitation. But neither the city-proscenium theatre 
nor the village theatre could completely fulfill his aim, so he attempted “. . . to create 
a link between the two through a Third Theatre which synthesizes the two” (Sircar 3). 
With this idea Sircar established his own theatre group Satabdi in 1967. During the 
early six years of its establishment, Satabdi performed both on and off the proscenium 
theatre but it remained unreachable to the villagers and poor peasants for whom Sircar 
had decided to do theatre. This is the reason why “In 1973, members of Satabdi 
passed a resolution and left proscenium theatre permanently and concentrated on 
direct communication with the spectators” through the Third Theatre techniques 
(Dutta vii).  
Badal Sircar’s Third Theatre and its techniques are significant from the point 
of view of postcolonialism because of two reasons. Firstly, it was a reaction against 
the British style proscenium stage and secondly, it was established as a medium of 
making people aware of the destructive effects of colonial rule. With these two aims 
Sircar developed this theatre form. This theatre has three chief characteristics. The 
first characteristic is the flexibility, portability and inexpensiveness of this theatre. To 
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achieve flexibility and portability, Sircar decided to perform both in Anganmancha or 
intimate or indoor theatre and in Muktamancha or open-air production. He started 
practicing his Third Theatre techniques with intimate theatre and later he brought it to 
the open air. Sircar named his intimate theatre Anganmancha or space theatre. In this 
connection he opines: 
My belief in Anganmancha (Arena theatre) did not come overnight. 
The thinking started abroad in 1958 when I first saw theatre-in-the-
round. Then seeing more, by reading books, by performing in theatre, 
by writing plays a few ideas concerning the actors and the audience 
grew stronger and stronger. (qtd. in Sarkar xvi) 
Anganmancha was not a commercial theatre like the proscenium theatre wherein the 
intention was material gain or profit. The profit in the latter form was achieved by the 
ticket system. Sircar replaced this usual ticket system by a system of membership in 
which the subscription fee of membership was Rs. 6 annually. The admission fee for 
the first 300 members was Rs. 4 and for the next 200 members, Rs. 6. It was decided 
that at least three plays in the new form would be performed every year. Sircar 
discarded the traditional techniques and features of drama as well; 
I dispensed with the mechanical division of the play into scenes and 
acts, the sequence of time and the barriers and limitations of space. I 
used the stage to show different locales and different times 
simultaneously. Also, I emphasized group acting, pantomime, rhythmic 
movements, songs and dances and, thereby, considerably reduced the 
importance of language. (Sircar 19) 
To achieve flexibility he did some other experiments in presentation. The first was the 
use of modern daily wear instead of costumes. The second was the use of a frame on 
which the different locales were painted in place of expensive sets and curtains. The 
third was the change of the scene in full view of the audience by the stage manager. 
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But, Sircar was not satisfied with limiting his theatre to indoor performances. With 
the help of intimate theatre, he realised that he could not fulfil his aim which was 
making common people aware of the injustices and exploitation. The aim cannot be 
fulfilled because of the poverty of common masses and hence the unapproachability 
of theatre to the people. This was the reason why Sircar decided to perform in the 
open air or Muktamancha so that his theatre could reach the poor who were unable to 
come to Calcutta to see his theatre. In March 1973, Satabdi performed in open air for 
the first time at Surendranath Park without using stage, curtains, costumes and 
artificial lighting. The success of this performance strengthened Sircar’s belief about 
the inexpensiveness and portability of his theatre and he affirmed that “. . . the cost 
involved in all these, was very much feasible. And it could be taken to any place at 
any time” (38). 
 The second characteristic of Third theatre is the synthesis of the folk and the 
Western theatre forms. Sircar tells, “The thinking process has been substantiated by 
what I have seen of Jatra, Tamasha, Bhawai, Nautanki and Kathakali, of Chhou and 
Manipuri dances . . .” (17). These are some of the folk forms which belong to 
different regions of India. The feature of integrating the dances and songs in the 
dramatic performances is derived from these folk forms. Sircar emphasises the 
integration of dance and song for two reasons; first is to convey the full message of 
the play with amusement and the second is to offer some entertaining moments during 
the serious course of the play. A detailed description of jatra has been given in the 
first chapter. From the jatra form he learnt the art of portability. He carried his plays 
to different places and performed them to the accompaniment of songs. Tamasha is a 
traditional folk theatre form of Maharashtra in which the female actor is the chief 
exponent of the dance movements in the play. Bhawai is the traditional theatre form 
of Gujarat in which the plays are performed to the accompaniment of traditional 
musical instruments such as; bhungal, tabla, flute, pakhaawaj, rabaab, sarangi, 
manjeera etc. Nautanki is usually associated with Uttar Pradesh and in this form 
rhyming and metrical couplets are used by the characters as dialogues. Kathakali is 
the classical dance-drama of Kerala, in South India. It evolves through a process of 
sophistication in the hands of creative practitioner. These practitioners “. . . 
embellished the language of gestures, enriched the footwork and kalasams (rhythmic 
phrases for dances punctuating the text), and improve the balance between singing 
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and choreography” (Lal 203-4). This form influenced Sircar very much because of its 
balance between singing and choreography. Manipuri dance is purely religious and its 
aim is a spiritual experience. This dance form was developed from religious festivals. 
Chhau dance is originally based on martial arts and through dance performances it 
portrays the day to day movements of folk life. These are the Indian folk dance and 
drama forms which influenced Sircar but there are some Western theatre forms also 
which affected him a lot. He had the occasion to see and participate in these theatre 
performances during his visits to foreign countries at different points of his career 
both as a civil-engineer and as a theatre worker. He has derived several concepts from  
. . . the theatre-in-the-round productions in London in 1957 and Paris 
in 1963, in the productions of Joan Littlewood in London, in Yuri 
Lyubimov in the Taganka Theatre in Moscow, in the Cinoherni Klub 
Theatre and the Pantomime of Jari in Prague, in Jerzy Grotowski’s 
production of Apocalypsis cum Figuris in his Theatre Laboratory in 
Wroclaw, Poland. (Sircar 17)  
Sircar adopted some features of these foreign theatre forms because his emphasis was 
on audience participation and this happens to be one of the most significant features 
of these theatre forms. They helped Sircar to create a new form by mingling them 
with the folk forms. These forms of theatre serve the purpose of direct 
communication; they reduce the cost of production and make maximum use of the 
body to convey the message through physical gestures. Pantomime includes “. . . 
slapstick humour, gender- and race-swapping, and verbal and visual puns to convey 
its interest in performance . . .” (Gilbert and Tompkins 37). It is a participatory form 
of theatre, in which the audience is expected to sing at certain points, along with the 
music and shout out phrases to the performers. Ending his plays by calling the 
audiences to join in the song with the performers is a feature which Sircar took from 
Pantomimic performances. Performance Group of the University of California at 
Berkeley, near San Francisco was an experimental theatre group which also motivated 
Sircar. He discusses about the performance which he has occasion to see in the 
following words,  
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The performance at Berkeley took on a conventional stage but the 
spectators were accommodated entirely on the stage itself, ignoring the 
vast auditorium. They sat on platforms and gangways at different 
levels on the floor. Although there was a central performing area, the 
performers quite often used areas, within, behind and above the 
spectators. (Sircar 27)  
In Sircar’s view, this kind of seating arrangement helps in the participation of the 
audience during the performance because “. . . the experience of any spectator did not 
come only from the performance and the décor of the stage (as happens in the 
proscenium theatre), but from other spectators as well” (27). This seating arrangement 
provides full freedom to the spectators to communicate with the performers as well as 
with the other spectators. To quote Sircar, “The spectators were never manipulated, 
but their participation was apparent by their very presence in the space encompassed 
by the environment of that particular theatre. Altogether, it was a new language of 
communication” (27). Thus, he learnt the idea of making the spectators, a part of the 
performance from this theatre form. Laboratory Theatre’s performance of Apocalypsis 
cum Figuris, directed by Jerzy Grotowski, also inspired Sircar which was based on 
the techniques of Grotowski’s Poor Theatre. Grotowski in the essay Towards a Poor 
Theatre discusses his techniques; 
By gradually eliminating whatever proved superfluous, we found that 
theatre can exist without make-up, without autonomic costume and 
scenography, without a separate performance area (stage), without 
lighting and sound effects, etc. It cannot exist without the actor-
spectator relationship of perceptual, direct, “live” communion. This is 
an ancient theoretical truth, of course, but when rigorously tested in 
practice it undermines most of our usual ideas about theatre. It 
challenges the notion of theatre as a synthesis of disparate creative 
disciplines- literature, sculpture, painting, architecture, lighting, acting 
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(under the direction of a metteur-en-scene). This “synthetic theatre” is 
the contemporary theatre, which we readily call the “Rich Theatre”– 
rich in flaws. (19) 
Grotowski believed that the mechanical and artificial techniques of proscenium 
theatre had flaws. This concept influenced Sircar very much and he adopted it by “. . . 
gradually reduced the use of sets, lights, costumes and background music, decided 
never to use mechanical devices like tape recorders and projectors . . .” in his own 
performances (Sircar 18). He was also inspired by Grotowski in developing the 
technique of direct communication between the performer and the spectator. 
Abandoning the lighting effects, make up and the plastic element from drama and 
making the maximum use of body language, facial expressions and gestures are also, 
to some extent, the influences of Grotowski.  
The application of these elements needs vigorous physical exercises and 
practice. Sircar organised several workshops with his group to teach these psycho-
physical exercises and to develop the strength and flexibility of the spinal system. The 
workshops also included the voice exercises “. . . which help to project the voice 
without straining the larynx and some exercises of the facial muscles which help 
voice projection and diction” (Sircar 40). During their workshop practices, Sircar and 
his group members had the opportunity to meet Anthony Serchio – a director of the 
La Mama Theatre of USA in February 1972 and participated with him in the set of 
basic exercises. Sircar tells about this experience, “In March, we participated in 
several useful and interesting workshops under Mr Serchio’s guidance where the 
members of our group learnt, among other things, the set of basic exercises known as 
the ‘cat series’ evolved by Grotowski” (24). Sircar’s visit to USA in 1972 also 
contributed a lot to the formation of his theatre form. As Sircar felt that in spite of all 
the workshops and practices, his training was insufficient in performing such a play 
which might be full of physical acting so “. . . when Dr Richard Schechner and his 
wife Joan of The Performance Group (whom I met in Calcutta in 1971) suggested that 
I go to the USA to observe their work and to participate in their workshops, I decided 
to make use of the opportunity . . .” (25). In America, he came in touch with Julian 
Beck and Judith Malina of the Living Theatre and Andre Gregory of the Manhattan 
64 
Project. Minimum use of theatre halls, breaking the distance between stage and 
auditorium and inviting the spectators to participate in the performance are some of 
the features which Sircar learnt from the Living Theatre. Sircar’s visit and experience 
in USA proved very useful in devising and defining his ideas of theatre. This 
mingling of all the folk and regional dance and drama forms of India with the Western 
experimental theatre makes him unique among the post-colonial writers of India. 
The third characteristic of Sircar’s Third Theatre is the maximum participation 
of the audience and to achieve this he worked hard on the seating arrangement. This 
arrangement varied with each performance so that “. . . a great flexibility could be 
achieved in performer-spectator relationship” (34). In Anganmancha performances, he 
removed the chairs and replaced them with flat backless seats for the spectators,  
No chairs were used, as chairs emphasize special sitting areas for the 
spectators, thus separating them from the performers. We used levels-
flat backless seats of three different heights. . . . All these seats were 
flush on all sides: when they were placed side by side, a continuous 
platform was obtained, thus eliminating the auditorium-like appearance 
and bringing the spectators within the theatre. (33) 
In Muktamancha performances the spectators used to sit on the ground. To enhance 
audience participation Sircar also emphasised direct communication. It can be said 
that in his opinion, theatre is a living wire where one person can communicate with 
the other directly. He says, “Direct communication from the live performer to the live 
spectators and their feedback-the principal advantage of theatre over cinema–was 
undermined, thereby weakening theatre” (13). Direct communication can be achieved 
in three ways; firstly by making use of the imagination of the spectators, secondly; by 
utilising the full space of the performance arena and thirdly; by making use of most of 
the personality and the body, including the voice of the performer. The biggest hurdle 
in achieving direct communication is the sets and stage lights of the proscenium stage 
and auditorium. Sircar observes the separation of the auditorium by light, 
65 
The performers are in the lighted area, while the spectators are in the 
dark. This means that the spectators are supposed to hide themselves, 
obliterate their presence from the consciousness of the performers as 
well as their fellow spectators as much as they can. (16) 
The viewers are also not allowed to interact with each other. This absence of 
interaction and division by light hinder the communication between the performers 
and the spectators. This is the reason why Sircar worked very hard on the arrangement 
of seats, avoided the use of artificial lights and organised workshops to enhance the 
physical and vocal capacities of the actors. Thus, with the clear intention of uprooting 
the proscenium theatre and empowering the underprivileged he, with his group 
members, established his theatre form which involved a lot of thinking and was 
characterised by empiricism. His revolutionary plays Procession, Bhoma, Indian 
History Made Easy, Beyond the Land of Hattamala and Stale News are all based on 
his Third Theatre techniques. Thus, it is clear that on the basis of style and technique 
Sircar’s plays are postcolonial. 
One of the most important aspects of Sircar’s postcoloniality is his reaction 
and anger against colonial rule and the English language which is clearly seen in his 
writings in Bengali. In spite of being born and brought up in an educated middle class 
family with a Christian lineage, Sircar decided to write in his mother-tongue. He has 
written in Bengali, plays like Ebong Indrajit (1963), Michhil (1974), Bhoma (1976), 
Sukhapathya Bharter Itihas (1976), Hattamalar Uparey (1977), and Basi Khabar 
(1979) etc. which later on, have been translated into English by others. Although his 
education gave him both confidence and fluent command over the English language, 
his view is that for him the English language is an entirely inappropriate language for 
theatre. He believes like the African writer Ngugi wa Thiong’o that writing in English 
is fostering the neo-colonial mentality. Western English education was the part of the 
“. . . internal colonization by the dominant ideology of the colonizers” (Abraham 79). 
In Ngugi’s view, Western education imparted in English makes people see and 
observe the world in the colonisers’ way and in due course of time, people begin to 
think of the colonial system not as a system that impacts them negatively but as a 
friendly one. This is the reason why Ngugi decided to write in his mother language. 
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Like him, Sircar also renounced the English language for theatrical performances. In 
his opinion, for Indians English is not “. . . a neutral language as it is associated with 
the British imperialist rule over our country” (Sircar 92). He believed that adopting 
the English language is equal to adopting the culture of the British. Another important 
reason for writing in his mother tongue is that if he wrote and performed his plays in 
English it would not succeed in fulfilling his main aim; that is, making the workers 
and common people aware of their exploitation, since English is not the language of 
the common masses in India. Subhendu Sarkar throws light on this aspect, “He felt 
that if theatre has to have a role in creating awareness among people regarding the 
prevalent socio-economic oppression, it has to be performed among workers and 
peasants . . .” who do not know English because they belong to underprivileged class 
(xxiii). The privilege of receiving the education in English language was availed only 
by those who “. . . belonged either to the families of landholders under the zamindari 
system, or to the families of businessmen, brokers, usurers, etc. who acquired wealth 
in the process of colonial exploitation” (Sircar 88). Thus, for the fulfillment of his aim 
Sircar left the coloniser’s language and wrote in his mother tongue. 
And Indrajit, That Other History, (1965) and There is No End (1970) are the 
chief plays which Sircar wrote for the proscenium stage. These plays are about the 
prevalent attitudes, imprecise feelings and undefined frustrations causing distress to 
the educated urban middle-class. They expose the day-to-day struggle for survival, the 
meaninglessness of existence, and the decline of human values and emotions. These 
are the effects of colonialism that shook the foundation of the Indian civilisation and 
left people perplexed. These plays were written in the early phase of his career when 
the British style proscenium theatre form was in vogue and Sircar did not recognise 
the strength of theatre fully, the way he did later. In due course, he came to realise that 
theatre can bring about revolutionary changes in society if it could reach the common 
masses. So, he invented his own theatre form which emphasises audience 
participation and is also flexible and portable. This helps it to reach the common 
people. Sircar’s Third Theatre plays show his protest against the exploitation of the 
subaltern groups by the privileged groups and urban control over rural economy. His 
“. . . transition from depicting the alienation of the middle classes to writing about the 
lives of workers and peasants is arguably a Marxist progression” (Mitra 70). Sircar 
was full of anger against the division of society into the rich and the poor on the one 
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hand and into the urban and the rural on the other which was the result of capitalist 
economic system and industrialisation introduced in India by the British colonisers. 
He opposed capitalism and firmly believed in Karl Marx’s theory of communism 
which appreciates the virtue of labour in society. The ideas of praising the virtue of 
labour and equal access to resources were adopted in his play Beyond the Land of 
Hattamala. Sircar says that 
. . . he wanted to remind those party members who have forgotten, and 
helped others to forget, the basic principle of communism. The idea 
was first formulated by Marx in Critique of the Gotha Programme 
(1875) and later advanced by Lenin in State and Revolution (1917) in 
relation to his discussion of the higher phase of Communist society. 
(Sarkar xxviii-xxix)  
He condemns, through his plays the capitalist system, the division of society into 
class, the exploitation of the poor and the unequal access to wealth and resources and 
supports classless society, equal access to resources, and even distribution of wealth 
and profit. Subhendu Sarkar in the Introduction of Sircar’s Two Plays (2010) writes 
about Marx’s impact on Sircar, “No doubt, Badal Sircar was ultimately influenced . . . 
by Marx’s writings on India” (xxxi). This is the reason why the condemnation of 
colonial rule for its exploitative economic policies and the role of Marxism must be 
kept in mind while commenting on his plays.  
Thus, the plays of Sircar helped a lot in creating awareness in society not only 
among the underprivileged and subaltern groups but also among the privileged classes 
and encouraged them not to exploit the poor. Veena Noble Dass while appreciating 
Sircar’s Third Theatre plays and his contribution to theatre comments, “These plays 
of Sircar have placed him on a pedestal higher than other contemporary playwrights 
of Indian drama. His time of entry into Indian drama was very appropriate” (68-9). 
Sircar’s advent to the theatre scene was most appropriate because at that time both the 
Indian society as well as Indian theatre were suffering from lacunae which Sircar 
filled with his Third Theatre. She further praises Sircar for creating a genuine people’s 
theatre, “If there is any playwright in the contemporary Bengali theatre who is capable 
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of creating a genuine people’s theatre, a theatre supported and created by the people 
and not merely performed by the people, it is Badal Sircar” (69). Through his plays, 
Sircar connects those people to theatre performances who are genuinely interested in 
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Processions of Exploitation and Resistance: A Postcolonial 
Study of Badal Sircar’s Procession 
Postcolonial theorists and writers are concerned with identifying the 
economic, political and cultural effects of colonial rule. The objectives of postcolonial 
criticism are wide ranging which include re-evaluating the history of colonialism from 
the viewpoint of the colonised and defining the economic, political and cultural 
impacts of colonialism on both the colonised people as well as the colonising power. 
Postcolonial criticism also examines the process of decolonisation. As Robert Young 
says, “. . . to participate in the goals of political liberation, which includes equal 
access to material resources, the contestation of forms of domination, and the 
circulation of political and cultural identities” (qtd. in Habib 739). A postcolonial 
critique focuses on the militant condemnation of the destructive political and financial 
ideologies of the colonisers. Postcolonial theory revolves around the notion that “. . . 
many of the wrongs, if not crimes, against humanity are a product of the economic 
dominance of the north over the south” (Young 6). This economic dominance was in 
the form of capitalist economy introduced in the colonised lands by the coloniser 
which caused serious damages there. This is the reason why the role of Marxism or 
communism is very important in the analysis of colonial domination and anti-colonial 
resistance because it condemns capitalism and is the fundamental framework of 
postcolonial thinking. Marxism is the philosophy introduced by Karl Marx and 
Friedrich Engels who jointly called it communism which aims, among other things, at 
bringing about a classless society, grounded on the collective ownership of the means 
of production, distribution and exchange and criticises the capitalist economy 
introduced by the British colonisers which is based on the private ownership of 
property (Barry 150). Badal Sircar as a postcolonial playwright is also involved in 
criticising and demonstrating before the common masses the destructive financial and 
cultural effects of colonial rule and its exploitative policies which ruined the glorious 
structure of Indian society. In doing this, his aim is to make the common people aware 
of the exploitation of the coloniser. He does this through the medium of his Third 
Theatre. Instead of adopting the role of an “agitator” like other street corner 
playwrights  
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. . . he prefers to remain . . . a propagandist who presents ‘many ideas 
as an integral whole’ trying to provide a complete explanation of the 
contradictions found in society. His plays have a lasting effect, which 
goes far beyond the immediate impact of street-corner plays. Badal 
Sircar is a Marxist but not a spokesperson of any established political 
party. (Sarkar xxxiii) 
This is the reason why as a propagandist Sircar deals with multiple themes in a single 
play and does not follow any story line. Most of his plays highlight the ruinous effects 
of the capitalist system on the Indian economy such as corruption, black marketing, 
exploitation of subaltern and labour class and increasing greed for money among the 
bourgeois class which gives birth to selfishness and destroys the environment and 
community. The disastrous consequences of colonialism and capitalist system 
implemented by the British coloniser filled Sircar with abhorrence and compelled him 
to discard capitalism. He is a staunch believer of Marxist thoughts which criticise 
capitalism and promote communism. His plays Procession, Bhoma, Indian History 
Made Easy and Stale News largely focus on the damaging impacts of colonial rule on 
contemporary society and deal with the miserable condition of the subaltern groups, 
their revolt against colonial exploitation and the harm caused by their civilisation and 
technological advancements.  
In the present chapter, the play Procession (1974) will be analysed, focusing on 
the postcolonial elements at two levels; firstly, from the point of view of themes and 
secondly, from the view of techniques. At the thematic level, the play will be dealt, 
among other things, with the problem of the disappearance of young men who are 
victims of police atrocities during the Naxalite movement. They are victimised for 
standing up for their rights. Such a young man is Khoka in this play. In this chapter 
Procession will be analysed with corruption, socio-political violence, the adverse 
effects of technology and the kind of civilisation and culture brought by the colonist, 
class struggle, use of ideology by the ruling class to exploit the working class which is 
a characteristic of the capitalist economy and with several other problems of 
contemporary society. At the level of technique, the play will be examined as a 
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product of Sircar’s concept of the Third Theatre. As it is mentioned in the previous 
chapter, Sircar established the Third Theatre form as a reaction against the British 
style proscenium stage and employed some of the techniques of both the Urban (First) 
and Folk (Second) theatres. So, Badal Sircar’s Third Theatre is also a very important 
aspect of the postcolonial content from the perspective of technique.  
First performed on 13 April 1974 at the village Ramchandrapur by Satabdi, the 
play Procession was a big success. Procession is one of the most popular and 
translated plays of Sircar. It has been performed in other languages in the different 
states of India, such as in Hindi in Delhi and Rajsthan and in Marathi in Bombay. The 
play appeared in a collection entitled Three Plays (1983) along with Sircar’s two other 
plays. The play has no distinct characters, plot or story line. It is circular and open-
ended. The theme is reinforced through repetitions. Commenting on the play, Brian 
Crow and Chris Banfield opine: 
Michhil (Procession, 1974) has been an immensely successful play 
using the noisy, chaotic evocation of Calcutta’s crowded streets in a 
theatrical setting that incorporates an audience arranged informally 
around the acting arena, in a fast-moving, satirical tragi-comedy of 
police repression, establishment hypocrisy, race riot and personal loss 
of direction. (129) 
It is noteworthy that Procession is one among those plays which Sircar had 
planned to produce even before he started to write it. Sircar says, “It is one of the very 
few plays where I had the idea of the production even before I began writing it, 
particularly the procession idea” (qtd. in Dutta viii). For a long time he had the desire 
to make a kind of montage on Calcutta. This montage is “. . . made up of scenes of 
Calcutta streets, chatting in teashops, conversations in the coffee houses, different 
scenes in the offices” (Dutta viii). However, it is also about the problems which the 
post-colonial society had gone through. As Calcutta is known as a city of processions, 
michhil (a Bengali word for procession) seems to be a suitable name for it. Crow and 
Banfield clarify the purposes of various processions, “The image of the procession in 
Michhil is employed to present both negative and positive aspects of the joining 
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together of individual and communities under a common banner” (130). This banner 
under which people gather is varied in nature. The Old Man, a character in the play, 
talks about this variety, “. . . Michhil, Michhils for food and clothes, Michhils for 
salvation, Michhils for the revolution, Michhils in military formation, Michhils for 
refugees, Michhils for flood relief, Michhils mourning, Michhils protesting, Michhils 
festive, Michhils with stars” (Sircar, Procession 8). Thus, in this play Badal Sircar, 
with the help of processions, shows the problems and exploitation of the common 
people as well as their resistance against the suppression. 
Sircar does not show the drawbacks and ruinous results of colonial rule directly 
but he ironically represents the mentality and opinions of modern men. The following 
conversation between the Master who represents the upper class and the Chorus that 
represents the common masses illustrate this point; 
THE MASTER: What is the greatest enemy of civilization? 
CHORUS: Communism. 
THE MASTER: Who upholds, preserves, and protects civilization? 
CHORUS: You, Master! 
THE MASTER: Rest assured, my children, I’ll keep you civilized. 
Communism is the religion of the animals. Keep in mind that you 
are not animals, you are men. 
CHORUS: But Master, we’re dying. 
THE MASTER: There’s heaven for you after you die, and heavenly 
happiness. Animals have no heaven. I bless you, you’d die as men, 
not animals. (Procession 23-4) 
In the above conversation, through the character of the Master, Sircar with the help of 
irony shows that the upper classes believed that communism is their enemy. The upper 
class holds the belief that the concepts of equal distribution of wealth in communism 
and the absence of hierarchy in social structure are to their disadvantage. To quote 
Manchi S. Babu, “Inequality is an indispensable part of civilization and so 
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egalitarianism destroys civilization. That is why the Master tells the people that 
Communism is the greatest enemy of civilization” (106). The upper class will lose its 
power if communism is adopted by society. So the upper class represented by the 
Master, befools the common people in the name of religion. Manchi S. Babu rightly 
declares: “Whatever may be the noble aims of religion, it is usually used to approve 
the oppressive and exploitative culture and to obscure awareness” (106). Hence, the 
Master instructs people to bear suffering because their sufferings will lead them to 
heaven after death. The common people are so simple that they imprudently accept his 
words as truth. Thus, it is clear from the above discussion that though Sircar believes 
that communism is beneficial for the welfare of society as a whole and especially for 
the poor and the downtrodden, he ironically describes it as the greatest enemy of 
civilisation. The above conversation is a poignant attack on the upper class people who 
are influenced by the materialistic cultural and civilisational advancements brought by 
the coloniser. It is also used by Sircar to educate and sensitise those people who 
blindly accept the words and policies of the rulers. 
Sircar is known for his anti-establishment plays during the Naxalite movement 
in the 1970s and Procession is one among them. During these years when the Naxalite 
movement was at its climax in Bengal, many young people were murdered by the 
police and this image has a profound effect on Sircar’s psyche: “In the immediately 
preceding years, so many young people and adolescents were killed by the police, 
brutally and cruelly, secretly and openly, that the image of the man who is being killed 
every day was strongly in my mind . . .” (Sircar, On Theatre 115). The incidents of the 
police violence, the mysterious and unacknowledged death, and disappearance of 
Khoka in the play are the dramatic representations of these images. The Naxalite 
movement, it can be said, originated from a small village called Naxalbari in the state 
of West Bengal in 1967 when “. . . Choru Majumdar, a communist leader, and Kanu 
Sanial started their armed struggle against the excesses of a big landlord of the village” 
(Shad 4). The initiators of the movement claimed that they have launched an active 
struggle to end the arrogance and exploitation of the upper class. They believed that 
capitalism was responsible for the division of society into the upper and the lower 
classes and for the exploitation of the lower strata. These Naxalite guerrillas consisted 
of the deprived sections of society. They were “. . . subjected to the worst kind of 
treatment by the Indian state and society which has forced them to take up arms for the 
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achievement of their rights” (3).  Thus, they are not the undesirable elements of 
society but their movement is actually a class war. This movement is well understood 
in terms of the social “. . . structure of domination and subordination that is never 
static but is always the site of contestation and struggle” (Fiske 1268). John Fiske in 
his essay, “Culture, Ideology and Interpellation” (1987), states that society is not an 
organic whole. It is an intricate network of groups with “different interests” and each 
group is “. . . related to each other in terms of their power relationship with the 
dominant class” (1268). Right from the very beginning, after gaining the political and 
economic control of India; the British colonisers treated the native population of India 
unfairly. While the Indians were looked down upon in general on the basis of their 
race and colour, the depressed sections like the untouchables were treated in an even 
more unfair manner. Religious minorities were also discriminated against. The 
condition of the poor and backward sections had severely deteriorated. The irony of 
the fact was that after the achievement of independence in 1947, no change occurred 
and this inequitable treatment was continued by the government of independent India. 
When this burden of suppression became intolerable, the suppressed revolted. The 
Naxalite rebellion is to be seen in the context of Fiske’s above mentioned view that the 
social structure of dominating and dominated is not static. He says, “Social power is 
the power to get one's class or group interest served by the social structure as a whole, 
and social struggle - or, in traditional Marxist terms, the class struggle - is the 
contestation of this power by the subordinate groups” (1268-9). During the Naxalite 
movement, thousands of revolutionaries were killed and abducted by the police and “. 
. . the mysteriously disappeared can neither be traced nor acknowledged as lost” (Mitra 
62). In Procession, the Officer silences the people who ask questions about the 
circumstances of Khoka’s disappearance. On hearing a piercing death scream, people 
predict the killing of someone and call the police. But the Officer scolds them in a 
stentorian voice and declares that killing or stabbing is a false rumour and orders them 
to return to their home. The death and resurgence of Khoka is highlighted with the 
help of repetition. However, the importance of his death and resurgence is 
simultaneously denied by the petty routines of common people such as; “. . . snatches 
of colloquial conversation [which] evoke a crowded bus, the dryness of newspaper and 
media bulletins, persuasive hawkers selling their wares on the street corner or in the 
marketplace, a factory siren’s call to work . . .” and by the Officer’s rejection of his 
disappearance (Crow and Banfield 129). But Sircar repeatedly shows the death and 
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disappearance of Khoka who was killed yesterday, today “. . . the day before the day 
before. Last week. Last month. Last year. I am killed every day” (Procession 7). This 
frequent affirmation of killing and disappearance can be seen in the context of the 
power struggle and questions, among other things, the superiority of the elite class. 
Here it is also pertinent to state that this play is Sircar’s attempt to show how  
. . . the dominant classes attempt to “naturalize” the meanings that 
serve their interests into the "com-monsense" of society as a whole, 
whereas subordinate classes resist this process in various ways and to 
varying degrees and try to make meanings that serve their own 
interests. (Fiske 1269) 
Badal Sircar believed that the miserable condition of the common masses was 
the result of the capitalism practiced by the British. This capitalism created a huge gulf 
between the upper class and the working class. It also led to an uneven distribution of 
wealth in society. At one juncture in the play, the Beggar-woman’s incessant cry for 
bread proves that there is poverty, hunger and unequal distribution of wealth in the 
country: “A piece of stale bread please, moth-e-e-e-er. O mother-O moth-e-e-er” 
(Procession 22). While the rich upper class, represented by the Master, prospers due to 
the capitalist economic system: “Who would enjoy the surplus. . . . Only those who 
had quality, intelligence and force. . . . The Master has quality, intelligence and force” 
(23). Capitalism can be defined as; 
. . . a social system based on private ownership of the means of 
production. It is characterized by the pursuit of material self-interest 
under freedom . . . capitalism is further characterized by saving and 
capital accumulation, exchange and money, financial self-interest and 
the profit motive, the freedom of economic competition and economic 
inequality, the price system, economic progress, and a harmony of the 
material self-interests of all the individuals who participate in it. 
(Reismen 19) 
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In capitalism, all the means of production and consumption, raw materials, 
instruments such as machinery and factory are in the possession of the owner or the 
bourgeois. Even the wage labourers are considered to be instruments and 
commodities, not human beings and this commodification or “reification”, as Marx 
put it, initiates the exploitation of workers (Barry 151). The wage which the labourer 
earns in return for his labour is “. . . almost confined to the commodities necessary for 
keeping him alive and capable of working” (Tucker 206). The exploitation of wage 
labourers by bourgeois capitalists to gain more profit and control over social 
externalities of technological change are some damaging effects of capitalism which 
impact the working class negatively. Under the capitalist system there is inequality in 
society because all the wealth and power is under the control and in the possession of 
the upper class and the underprivileged class is often deprived even of their basic 
needs. Sircar as a staunch believer in Marx’s philosophy and as a supporter of the 
proletariat condemns capitalism and has full faith in communism. Marx used 
communism in two different but related ways; “. . . as an actual political movement of 
the working class in capitalist society, and as a form of society which the working 
class, through its struggle, would bring into existence” (Bottomore 102). In his 
opinion, progress is achieved through the struggle for power between different social 
classes for economic, social, and political advantage. Communism believes in the 
common interests of the entire proletariat and aims at the violent overthrow of 
capitalism. The protests and processions for food, clothes, salvation and revolution 
that figure in the play Procession are the outcome of the communist movement. It can 
be said that this movement started as the demand for the basic rights of the 
underprivileged sections seeking the downfall of capitalism; “Workers of the world, 
unite. Unite. Unite. Long live revolution. Long live. Long live. Break the black hand 
of Imperialism. Break it. Pulverize it. Finish off capitalist exploitation. Finish it off. 
Finish it off” (Sircar, Procession 36). 
With the themes of exploitation and protestation, Sircar raises another ruinous 
effect of colonialism; corruption and black marketing. The development of capitalism 
endorsed individualism and everybody especially the privileged people started to 
think of their private interests. It promoted corruption and black marketing. 
Corruption has been defined by S. O. Osoba as 
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. . . a form of antisocial behaviour by an individual or social group 
which confers unjust or fraudulent benefits on its perpetrators, is 
inconsistent with the established legal norms and prevailing moral 
ethos of the land and is likely to subvert or diminish the capacity of the 
legitimate authorities to provide fully for the material and spiritual 
well-being of all members of society in a just and equitable manner. 
(qtd. in Mulinge and Lesetedi 15) 
Corruption achieves its end by incorporating the use of public authority, office and 
official position for private monetary interests at the cost of public good. It is a 
colonial legacy as stated by Comrade Lal Singh, 
Following the suppression of the Great Ghadar of 1857, the British 
colonialists established a state whose main aim was to facilitate 
maximum exploitation and colonial plunder of India. Our people were 
colonised subjects, deprived of basic rights. A minority of 
collaborators and traitors were rewarded with land, industrial licences 
and other privileges. This led to the rise of big landlords and big 
capitalists, traitorous classes who were willing to sell out to the enemy 
for the sake of enriching themselves. (8) 
Black marketing is a form of corruption in which the goods and services are sold 
illegally by these big landlords, traitors and capitalists. In Sircar’s opinion, with the 
advent of free market and free trade, which are the necessary elements of capitalism, 
black marketing came into existence. The common man is compelled to sing the glory 
of black marketers like the glory of Lord Krishna in the play entitled Procession; 
“Glory be to the Lord Krishna, incarnation of the markets. We bow at the feet of the 
Lord Blackmarket. Hail the Black god. The Black god will save us all. Vote for Mr 
Blackie Marketwala. Vote for Mr Blackie Marketwala” (Sircar 21). The common 
people are forced to sing the glory of black marketers and buy things for more than 
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what they are worth. The working class is in many ways dependent on the mercy of 
the upper class. They are compelled to buy “Rice”, “Pulses”, “Oil”, “Sugar”, “Flour”, 
“Coal”, “Bran”, “Kerosene”, “Baby food” and even “Textbooks” on more than their 
actual market prices (21-22). Even then, they support the black marketers again and 
again, “Vote for Mr Blackie Marketwala. Vote for Mr Blackie Marketwala” (22). 
Thus, it is evident that accepting corruption and black marketing has become a basic 
trait of modern society. This is so because the upper class is in power and the working 
class is subjugated by the privileged class and is left with no choice except to accept 
the dictates of the upper class. The upper class thus manipulates the unprivileged 
people for their own benefit. 
 The denunciation of Western civilisation and technology is a key component of 
postcolonial theory. The modern civilisation, according to Gandhian philosophy, is the 
creator of all the evils that exist in society. Mohandas Karamchand Gandhi, who was a 
key figure in India’s struggle against the coloniser, disparaged the modern civilisation, 
ushered in by the British, as satanic and the ancient civilisation of India as godly in his 
Hind Swaraj or Indian Home Rule (1910). He declares,  
The British Government in India constitutes a struggle between the 
Modern Civilisation, which is the Kingdom of Satan, and the Ancient 
Civilisation, which is the Kingdom of God. The one is the God of War, 
the other is the God of Love. My countrymen impute the evils of 
modern civilisation to the English people are bad, and not the 
civilisation they represent. My countrymen, therefore, believe that they 
should adopt modern civilisation and modern methods of violence to 
drive out the English. 'Hind Swaraj' has been written in order to show 
that they are following a suicidal policy, and that, if they would but 
revert to their own glorious civilisation, either the English would adopt 
the latter and become Indianised or find their occupation in India gone. 
(Gandhi) 
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In his view, people were made slaves by physical forces in pre-capitalist society but 
now they are “. . . enslaved by temptation of money and of the luxuries that money 
can buy” (Gandhi). He further says that in the view of Islam, Western civilisation is a 
satanic civilisation and according to Hinduism “. . . it is a Black age” (Gandhi). The 
British came only with the purpose of trade and it was some Indians who conspired 
with them in imposing this modern civilisation and “. . . it is in this collusion that they 
forget their traditions and their past. They ignore the spiritual teachings of the 
Bhagvad Gita, the path of self-purification and self-sacrifice, and the relinquishment 
of short-term self-serving goals” (Hiddleston 60). It is believed by Gandhi that the 
Indian civilization elevates the moral being while the Western civilisation 
promulgates immorality. English education enslaved millions of Indians;  
To give millions a knowledge of English is to enslave them. The 
foundation that Macaulay laid of education has enslaved us. . . . It is 
worth noting that, by receiving English education, we have enslaved 
the nation. Hypocrisy, tyranny, etc., have increased; English-knowing 
Indians have not hesitated to cheat and strike terror into the people. 
(Gandhi) 
Thus, in his opinion, by rejecting the Western civilisation, culture and machinery and 
by returning to our roots, to our civilisation, India can get swaraj. Sircar in this play 
also propagates the same view. He believed that in the name of civilisation and with 
the help of technological advancement, the British enslaved India for such a long 
time. They imposed their superiority and availed the benefits of economic surplus. 
One of the characters in the play states that at the beginning of creation men were 
equal but they were uncivilised. In due course, they learnt to use animals and started 
agriculture which gave them property and assets in excess. This excess or surplus “. . . 
brought civilization. Men became civilized. Civilization civilized man, civilized 
society” (Sircar, Procession 23). But, the benefits of surplus are enjoyed only by those 
who have intelligence and dynamism. He asks, “Who would enjoy the surplus? 
Everyone?”, and then answers himself, “No. Only those who had quality, intelligence 
and force” (23). The Master symbolises the privileged or ruling class who have 
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power, quality and intelligence due to capitalism. On the basis of these qualities, they 
dominate the poor-underprivileged class,  
The Master has quality, intelligence and force. So the world has 
masters and slaves, will have masters and slaves. That’s how the gods 
have laid it out. . . . The progress of science, the progress of 
civilization. Production is on the increase, wealth is on the increase, 
there can be even further increases. (23) 
Here, Sircar also indicates that in this modern capitalist world monetary gain 
and power have taken the place of ‘gods’ and the way this world is organised is now 
decided by these ‘gods’. He further points out that this modern civilisation and 
progress of science brought wealth and ensured a good life. He also suggests that if 
wealth increases rapidly in society, soon it will eradicate poverty and guarantee a 
good and comfortable life for all people. But this increase of wealth will not be 
beneficial for civilisation, “There will be wealth to ensure a good life for all men. But 
that will eliminate the Master, and civilization will come to an end” (23). If poverty is 
eradicated from society and everybody starts to live a good life, there will be equality 
in society. This equality will eliminate the Master. The masters or capitalists will 
never allow this to happen since this will reduce their status, wealth and power.  
Due to rapid technological advancements, people are losing their rationality 
and humanity. They have become comfort seekers but through the character of young 
Khoka in the play Procession, Sircar propagates that if the young generation keeps 
itself away from the effects of Western civilisation, this civilisation will soon come to 
an end. When Khoka goes missing and cannot be found, people try to allure him by 
various things such as chocolates, books, pass, job, land, house, car, gold, happiness, 
peace and salvation. But he does not return. The Old Man says about Khoka, “Khoka 
means Little. Khoka means one who hasn’t grown up yet. Khoka means Green, Raw, 
Immature” (Procession 10-11). On people’s repeated call for Khoka, The Old Man 
replies; “Khoka’ll never come back to the O-o-old house. . . . if he comes back it’ll be 
to a new home, a real home, a really real ho-o-ome” (11). Here, Khoka and home 
have symbolic meanings. Manchi Sarat Babu provides the following interpretation; 
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Khoka symbolizes a child who is not spoiled by civilization. He still 
possesses humanity. He is not dehumanized. . . . The old home is the 
present society where humanity is constantly destroyed. . . . It is a 
dehumanizing environment where we vainly search for humanity. And 
the solution of one problem invariably leads to another . . . (103-04) 
The new home is the symbol of the future society where there will be humanity and 
this dehumanised civilisation will be absent. It is up to the young generation to build 
this new home by rejecting the Western civilisation. This new home refers to a 
classless society that must be based on the values of the glorious Indian civilisation. 
 In the play, the characters of the Officer and the Master symbolise the ruling 
class. Instead of working for the prosperity and well-being of the common masses they 
are indifferent to their welfare and problems and are pre-occupied with their personal 
profits. Louis Althusser in his book Essays on Ideology (1971) states that according to 
Marxist tradition, this ruling class is the modern incarnation of the nineteenth century 
bourgeois class or the class of big landowners. In capitalist society, this class is 
empowered by the State which is “. . . explicitly conceived as a repressive apparatus. 
The State is a ‘machine’ of repression, which enables the ruling classes . . . to ensure 
their domination over the working class, thus enabling the former to subject the latter 
to the process of surplus-value extortion (i.e. to capitalist exploitation)” (Althusser 11). 
Thus, according to the Marxist theory, the State is a repressive State apparatus. 
Althusser further opines that the State apparatus consists of the Government, the 
Administration, the Army, the Police, the Courts, and the Prisons etc. State apparatus 
is repressive because it “. . . ‘functions by violence’ – at least ultimately (since 
repression, e.g. administrative repression, may take non-physical forms)” (17). 
Althusser while developing the theory of the State considers it necessary to take into 
account “. . . another reality which is clearly on the side of the (repressive) State 
apparatus, but must not be confused with it” (16). He calls this reality the Ideological 
State Apparatuses. He opines that in capitalist democracy the Ideological State 
Apparatuses play a significant role because the ruling class tries to control and exploit 
the working class by making it believe that this society is the best of all societies that 
one can ever have by offering them a sense of identity and security. Ideological State 
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Apparatuses are “. . . a certain number of realities which present themselves to the 
immediate observer in the form of distinct and specialized institutions” (17). They are 
religious, educational, political, legal, and cultural Ideological State Apparatuses and 
also include the family, trade-union and communications Ideological State 
Apparatuses. There are some sub-divisions of these Ideological State Apparatuses 
such as the communications Ideological State Apparatus has press, radio and T.V. 
apparatuses. Likewise, literature, arts, music and sports are some of the apparatuses of 
the cultural Ideological State Apparatus. Althusser adds, “All ideological State 
apparatuses, whatever they are, contribute to the same result: the reproduction of the 
relations of production, i.e. of capitalist relations of exploitation” (28). There are some 
differences between the Repressive State Apparatus and the Ideological State 
Apparatuses. The first is that the Repressive State Apparatus is one while “. . . there is 
a plurality of the Ideological State Apparatuses” (18). The second difference is that the 
Repressive State Apparatus belongs to the public domain while the Ideological State 
Apparatuses are from the private domain. The third is that the Repressive State 
Apparatus functions by violence whereas the Ideological State Apparatuses function 
by ideology. Ideology is, in Karl Marx’s opinion as stated by Althusser, “. . . the 
system of ideas and representations which dominate the mind of a man or social 
group” (32). It is the process by which inequitable social relations are reproduced. The 
aim of the ruling class is not only to rule, “. . . they rule as thinkers and producers of 
ideas so that they determine how the society sees itself” (Ashcroft, Griffiths, and 
Tiffin 221). But, in Althusser’s opinion, ideology is not a matter of the imposition of 
the ideas by the powerful on the weaker section. In defining ideology he goes a step 
further than Marx and states, “. . . subjects are ‘born into’ ideology, they find 
subjectivity within the expectations of their parents and their society, and they endorse 
it because it provides a sense of identity and security through structures such as 
language, social codes and conventions” (221). Thus, ideology not only dominates the 
mind of the subject but in ideology the subjects make adjustments keeping in mind 
those conditions of survival which are offered to them. This play of ideology by the 
ruling class is clearly visible in Procession in the rejection of the killing of Khoka by 
the Officer. When Khoka continuously asserts his repeated death and the common 
people express their concern about it, the Master asks the Officer about Khoka’s 
repeated death and the concern shown by the lower class. The Officer replies that there 
is nothing to worry about and everything is quiet and under control, “It’s nothing, sir. 
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It’s all quiet” (Sircar, Procession 34). At this the Master’s comfortable reply shows 
that he is the constructor of the subject by ideology and Ideological State Apparatuses. 
The answer also exhibits the Master’s confidence over his power to determine how 
society views itself and the common people’s acceptance of the conditions which he 
offers; 
That’s fine. Keep men happy, in peace, and disciplined. Let people 
enjoy their lives. Give them art and culture. Art. Culture. Let people 
immerse themselves in a flow of pleasure. When the dirty doubts 
surface, let the flow of pleasure wash over them. Keep in mind, men 
are not animals. Men alone can lose themselves in the flow of pleasure, 
sink into it. (34) 
Art and culture are Ideological State Apparatuses and are offered to the people with 
the intention of diverting their attention from their own miserable and exploitative 
conditions. Like their older counterparts-the bourgeoisie-who relied on Ideological 
State Apparatuses “. . . to ensure not only its own political hegemony, but also the 
ideological hegemony indispensable to the reproduction of capitalist relations of 
production”, the ruling class of modern capitalist democracy also offers Ideological 
State Apparatuses to hegemonise the common people by convincing them that the 
upper class is their benefactor (Althusser 26). But, in reality, the State apparatuses are 
used as the apparatuses of domination which ensure the oppression of the lower class 
and guarantee the production and reproduction of the conditions of exploitation. 
Ideological State Apparatuses also contribute to the same exploitation in the ways 
proper to them, such as; “The communications apparatuses by cramming every 
‘citizen’ with daily doses of nationalism, chauvinism, liberalism, moralism, etc. by 
means of the press, the radio and television” (28). In the same way, cultural 
apparatuses also fill the people with joy and enthusiasm for national art, heritage and 
culture and persuade them to establish an imaginary relationship with their real 
conditions of existence. The use of religious Ideological State Apparatus is also visible 
in the course of the play Procession. In Althusser’s opinion, recalling sermons, 
ceremonies of birth, marriage and death, the preaching and celebration of festivals are 
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religious Ideological State Apparatuses. These apparatuses are employed by the ruling 
class to ensure their own domination. In the play, there are various kinds of religious 
processions; a Rathajatra procession, Muharram procession, Christmas procession, 
and procession for the immersion of Mother Durga, Kali, Lakshmi and Karthik at the 
end of the annual invocation. These processions are organised with the order and 
under the patronage of the Officer who belongs to the ruling class. Another procession 
cries out, “Bhola Baba will save us all. . . . ‘We serve at the feet of Baba Taraknath, 
Mahade-e-v’, and lies head downwards on the floor and crawl along” (Sircar, 
Procession 17). Then the Master enters the stage and preaches like a religious 
preceptor (Gurudev). He says that old men, working men and children are the past, 
present and future of the nation respectively. He suggests that these three stages must 
be tied together in a single bond of religion and his preaching is heard and accepted by 
the common people fascinatingly. The domination of the religious preacher can be 
seen as the play of ideology by the dominant group to construct the subject for their 
personal interests and advantages. The submission of the people to his preaching can 
be seen in the context of Althusser’s definition of ideology according to which people 
approve ideology because it gives them security and identity through social structures 
and State Apparatuses. People seek their identity in society through the situations 
which have been presented before them by the ruling ideology and they find 
satisfaction and happiness in these deceptive situations. Althusser says that “Ideology 
represents the imaginary relationship of individuals to their real conditions of 
existence” (36). He further argues that this imaginary relationship is created with a 
cause by a small number of cynical men who are “Priests or Despots” (37). These 
Priests work in alliance with their impostures, the Despots or vice versa and “. . . 
‘forged’ the Beautiful Lies so that in the belief that they were obeying God, men 
would in fact obey the Priests and Despots” (37). Thus, these cynical men exploit and 
enslave the imagination and faith of the people with the help of a falsified 
representation of the world in order to achieve their own ends. This blind faith in 
religion, the distraction of common man’s awareness from national and international 
problems and politics by involving them in alcoholism, spiritualism, communalism 
and materialistic gain are some of the problems of post-colonial India parodied by 
Sircar. The following lines from the play will illustrate this point: 
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CHORUS.  Glory be to the Lord Krishna, incarnation of the markets. 
We bow at the feet of the Lord Blackmarket. (Sircar, Procession 21) 
Here is an example of alcoholism. When the sufferings of the common masses have 
become unbearable, they beg the support of the Master. Instead of helping them, he 
offers liquor so that their attention can be distracted from their miseries: 
O Master, we can’t bear it any longer. 
THE MASTER. Take this. This is for you. 
CHORUS. What’s it, Master? 
THE MASTER. The elixir that will bring you oblivion.  
THE MASTER leaves the bottle with them. They snatch at it from one 
another to have a sip. 
. . .  
OLD MAN. Sura. Somarasa. Liquor. Daru. The best medicine. The 
way to lose oneself. Lose yourself, lose yourself. Just get lost, stop 
searching. (24-5) 
Thus, it seems apt to summarise with Manchi S. Babu’s observation, “The process of 
making people mindless, in the family and the society, is successfully effected through 
religion, fine arts, mass media, education, unnatural ideals and drugs” (101). 
The freedom struggle of India and the partition of the country play a major role 
in this play entitled Procession. India’s struggle for freedom was an anti-colonial 
movement and hence is significant from the point of view of postcolonial studies. 
Though all the people of India were under the hegemonic control of the British 
government, most of them realised that foreign rule was harmful for the country. Some 
patriots revolted against this colonial rule and started violent and non-violent anti-
colonial struggles against “the British dogs” (Procession 19). Anti-colonialism can be 
defined as “. . . the point at which the various forms of opposition become articulated 
as a resistance to the operations of colonialism in political, economic and cultural 
institutions. It emphasizes the need to reject colonial power and restore local control” 
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(Ashcroft, Griffiths, and Tiffin 14). The independence movement of India was a revolt 
which was taken up unitedly by different ethnic, cultural, religious and racial groups 
which believed in rejecting the colonial power and in re-establishing local control. 





FIVE. The spinning whee-ee-eel! 
ONE. Let Hindus and Muslims unite.  
TWO. Quit India. 
THREE. Do or Die. 
FOUR. Karenge iya marenge (Do or die). 
FIVE. British Imperialism, leave India! (Sircar 19) 
In spite of the efforts made by some Indian leaders, the divide and rule strategy 
followed by the British colonisers resulted in confrontation, communal riots, and 
eventually the partition of the country after independence. This division of the country 
into India and Pakistan by the British led to riots and bloodshed: 
ONE:  We’d have our Pakistan by force. 
The CHORUS at once splits into two groups confronting each other. 
ONE PART OF THE CHORUS. Allah Ho Akbar. 
THE OTHER PART OF THE CHORUS. Bande Mattaram (Hail 
Mother). 
After a few such exchanges, the two groups clash. 
CHORUS.  Beat up the bastards. Beat them up. (19) 
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Thousands of people have become homeless because of this partition and searched for 
refugee camps. This led to another procession; the procession of the refugees. Though 
after independence India became a democracy, Sircar believes that “It’s a phony 
freedom” (20). It is fake also because this democracy has succeeded in only replacing 
foreign rulers with native rulers. According to Marxist thought as stated by Bottomore,  
. . . true democracy involves the disappearance of the state and thus the 
end of the separation of the state from civil society, which occurs 
because Society is an organism of solidary and homogeneous interests, 
and the distinct "political" sphere of the "general interest" vanishes 
along with the division between governors and governed. (133) 
But, the Indian democracy is a bourgeois democracy which is like a form of class rule, 
“. . . to be 'smashed' and replaced by the DICTATORSHIP OF THE PROLETARIAT . 
. .” (134). Individuals who constitute this bourgeois democracy which believes in 
capitalist ideology works only for self-interest, no matter how much the common 
masses are suffering due to the greed of the bourgeois. The common man who 
struggled to gain freedom from the British is not rewarded in any way. Frantz Fanon 
aptly says in this regard, “During the colonial period the people are called upon to 
fight against oppression; after national liberation, they are called upon to fight against 
poverty, illiteracy and underdevelopment. The struggle, they say, goes on. The people 
realize that life is an unending contest” (93-4). In their day to day life, people are 
suffering from price-hike, black-marketing, joblessness, factory lockouts, food 
poisoning; they have no money to pay school fees, etc. Their exploitation continues. 
The play Procession highlights this situation clearly, 
ONE. Three years without a job, father’s retired. 
TWO. It’s the thirty-sixth day of the factory lockout. There’s not a 
morsel at home. 
THREE. The untimely rain left all the rice rotting, our debts with the 
moneylender have risen to a mountain. 
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FOUR. The whole family’s laid up with food poisoning from 
adulterated cooking oil. I don’t have the money to pay a doctor. 
FIVE. I got a First at the Art School, I don’t afford to paint, I’m a 
canvasser for soap. (Sircar 24) 
In this way, it can be said that Badal Sircar is correct in his belief that the capitalist 
economy is the biggest enemy of the common people, irrespective of colonisation or 
independence. Until and unless this destructive economic system is uprooted and 
communism is implemented in society, people will continue to suffer and be exploited 
by the privileged class. In Sircar’s view, it is in the hands of the common masses to 
stand up and make efforts to uproot the defective system. Khoka enthusiastically 
addresses the audience accusing them of sitting quietly and not raising voices against 
oppression: 
Every day in the battlefields thousands die, thousands of I’s like me. 
(To the audience) You sit on the sidelines watching processions, 
(shrieking) you are watching murders, murders! You sit in peace 
watching murders, you are killed yourselves, you kill. Yes you kill, 
you have killed. I’m killing, you are killing. We are all killers. We all 
kill, we all get killed. We kill by sitting quietly and doing nothing at 
ease, we get killed. Stop it. Stop it. (37) 
Hereafter, the play will be discussed from the point of technique i.e. Sircar’s 
Third Theatre which is one of the important elements of postcolonialism because it 
was established as a reaction against the British style proscenium theatre and was also 
against the commercialisation of theatre. Procession follows all the Third Theatre 
techniques. The plot of the play is a collage of different episodes. Sircar adopted this 
technique because he wanted to bring about change in society by raising various 
issues in a single play and put it before spectators in a short period of time. In the 
early 1970s, the idea of making a play on Calcutta in the form of a collage came to his 
mind. He discarded the usual story element and adopted the form of a collage because 
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in his opinion if a play follows the story line the spectators become so absorbed in it 
that they lose their ability to think rationally. He also believed that if the play 
progresses following a story, the scope of a story is often too limited to allow him to 
raise several issues at the same time. This has been pointed out by Subhendu Sarkar in 
the Introduction to Badal Sircar’s Two Plays; “As a ‘perfect’ story often leaves the 
audience unaware of the message of the play, Sircar uses a chain of episodes that 
helps him treat a number of issues in a single play . . .” (xxvii). Using the form of the 
collage as a device also helps him to repeat the same idea many times through 
different episodes so as to implant the idea in the mind of the audience. It is also 
possible with the help of this form to have one actor performing a number of roles in a 
play without any change of make-up and costume. Subhendu Sarkar further observes,  
It is effective for yet another reason: as Sircar’s plays are enacted in 
places where many casual visitors get a chance to see the performance, 
a person may form an idea about the message of the play even if he 
manages to sit/stand through any one episode. Naturally, Sircar could 
not ignore so many facilities provided by the technique of collage and, 
therefore, used it in plays . . . (xxvii-xxviii) 
Another characteristic of the Third Theatre is the synthesis of both the urban 
and folk theatres. This is a characteristic of Procession as well. Sircar takes various 
features from the folk theatre of India as well as from the Western theatre. An element 
which he has taken from the folk theatre is song. Sircar delivers some of the 
significant issues and thoughts with the help of songs and amuses his audience as well 
during the serious course of action. In the following lines, the Chorus praises the glory 
of the country through song:  
It’s a fine world we live in, made of a jumble of spices, 
In the midst of it lies a land, the best mash of all,  
It’s a glorious hotchpotch of odds and ends, 
You’ll find a land like this nowhere else, 
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It’s the best of all lands, the land of my birth. (Sircar, Procession 33) 
Another example from the play suggests the influence of Western theatre. Sircar 
adopted the Living Newspaper theatre technique from the West and Indianised it 
which “. . . has become a distinctive feature of street plays. . . . he used this format to 
full effect. Reciting facts and figures in tandem the performers create a mosaic of the 
current Indian situation” (Srampickal 127). An example of the Living Newspaper 
theatre technique used by Badal Sircar in Procession is as follows, 
ONE carries in his hands six fool’s caps made out of newspapers. . 
. . ONE stands still at the end of a round. One by one the others 
complete a round, take a cap from ONE, put it on, and resume 
running. ONE puts on his cap, last of all, and joins in the running. 
Two.   Conflict again in the Middle East. 
Three.   Oil Crisis All Over the World.  
Four.   Hydrogen Bomb Exploded Again in the Pacific. 
Five.   The UN Security Council Meets. 
Six.   Another Experiment with the Artificial Heart.  
         . . . 
One.   Earthquake in Peru. 
Two.   Cyclone in Bangladesh.  
Three.   Uprising in Chile. 
Four.   Train accident in Italy. 
Five.   Inflation in Japan. 
Six.   Test match in New Zealand. (12) 
The dramatisations of current events, social problems, and controversial issues, with 
appropriate suggestions for improvement are the starting point of Living Newspaper 
theatrical production which has been used for propaganda in the U.S.S.R. from the 
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time of the 1917 Revolution. This form was popular in Western drama as an 
instrument of social change. Badal Sircar has learnt this technique from Utpal Dutta, 
one of the members of Indian People’s Theatre Association and the originator of street 
theatre during India’s struggle for freedom. He also learnt this technique from his own 
experiences with Julian Beck and Judith Malina of the Living Theatre and used it in 
his own theatre. He adopted this format “. . . in almost all plays [which] helps to 
prepare the background for the theme about to be analysed in the play” (Srampickal 
128). Sircar’s Third Theatre form is considered to be a rural-urban link which is 
equally effective and successful in the villages as well as in the cities. Ella Dutta 
opines, 
Procession . . . is considered by many to have a universal appeal 
despite its strong Calcutta oriented origin and its urban appeal. Sircar 
and the other members of Satabdi hesitated about its appeal elsewhere, 
but their experienced proved otherwise, the play was well received 
even in the villages. There, the image, for example the one of Khoka’s 
repeated death, is not anything abstract, anything distantly removed as 
it is to the urban middle class. Experience has shown Sircar that it is 
not just correct to predetermine what will go down well in cities and 
what will communicate better in villages. (ix) 
The third characteristic of Sircar’s Third Theatre is its emphasis on audience 
participation. For the maximum participation of the audience Sircar paid special 
attention to the arrangement of seats. The seating arrangement for this play entitled 
Procession highlights Sircar’s desire for the involvement of the audience. The play “. . 
. is meant to be performed in an open space, with the road, through which the 
processions of life will thread their way, intertwining themselves around the islands of 
seating spaces for the audience” (Sen 75). During the performance, the actors sit 
among the audience in order to establish a rapport with them. With the idea of writing 
and performing the play Procession in his mind, even before he had written it, Badal 
Sircar, went a number of times to Angan Manch, at the studio of the Academy of Fine 
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Arts, “. . . to arrange the seats in a way that streets and lanes were worked inside the 
audience. He did it to see whether the idea would work or not, and then, satisfied with 
its workability, he began to write the play” (Dutta viii). Third Theatre is not only about 
viewing and hearing but also about being within and experiencing. In Sircar’s words, 
“In theatre, communication can occur in four ways: performer to spectator, performer 
to performer, spectator to performer and spectator to spectator” (On Theatre 81). It is 
believed that the first two ways are usual but when people think of the other two ways 
of communication they believe that these ways can create panic. If the spectators start 
to communicate with the performers or to the other spectators, a situation of disorder 
is produced according to proscenium theatre practitioners. But in Sircar’s opinion, this 
is a mistaken notion, 
The attention of the spectator, concentration, the reaction of the 
performance reflected in his facial expression or the tension in his 
body- all these can be a form of feedback to the performer or to 
another spectator. And once the performers recognize the presence of 
the spectators by coming nearer, by putting them in the light, other 
opportunities of voluntary or spontaneous participation on the part of 
the spectators can be included in the theatre. (82)  
The anti-proscenium nature is another important characteristic of Sircar’s Third 
Theatre, of which this play entitled Procession, is a good example. Sircar removes the 
safety cover of darkness and distance of the proscenium arch beyond which the 
audience sits in the darkened place and create the illusion of absence for the 
performers. In the Third Theatre performances, there is no stage, no stage props, no 
arc, and no head or side lights. Here the trace of the Western experimental theatre is 
evinced as observed by Sarbani Sen, “In this recording of the theatre space, Sircar’s 
technique recalls Schechner’s ‘Environment Theatre.’ By breaking these connections, 
theatre becomes live and powerful” (74). In the play Procession, the seating 
arrangements as well as the participation in the processions of those members of the 
audience who arrive late also demonstrate its anti-proscenium nature, 
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Michhil Michhil. Funeral michhils, demonstrations, walks, auspicious 
journeys, inauspicious journeys, non-journeys. Come along, come 
along, the michhil’s on the move. Be quick and join. 
. . . Latecomers stopped at the gate after the play had begun may be 
allowed to enter at this point. 
Take your seats on both sides of the course, choose convenient places. 
Come along, come along fast, take your seats . . .  (Sircar, Procession 
7-8) 
Badal Sircar’s Third Theatre is portable, inexpensive and flexible. Sircar has 
reduced the cost of stage properties; light effects, make-up and costumes and made his 
theatre portable and flexible so that he can take his theatre to the people who do not 
come to see plays in the theatre. Sarbani Sen aptly remarks about the Third Theatre, 
“Through its parikramas, it can unite the illiterate villager and the poor urbanite in the 
movement for change” (74). Sircar believed that theatre should be free to facilitate its 
approach to the widest possible audience and by making his theatre portable, 
inexpensive and flexible, he achieved this aim. Sircar’s theatre is free in two respects: 
firstly by it is up to the audience to use their imagination in interpreting any action 
performed before them and secondly it is unshackled by Sircar from the constraints of 
Western theatre’s naturalistic paraphernalia and literally free for its audiences, who are 
supposed to pay only when they can afford to do so. So the freedom of imagination 
and the freedom of payment i.e. the anti-commercial nature of the Third Theatre make 
it attractive for the underprivileged classes in the cities as well as in the villages.  
Sircar’s Third Theatre plays depart from the traditional Western style 
proscenium stage in another way as well. They do not follow the unities of time, place 
and action. The division of a play into acts and scenes are rarely seen. Different roles 
are performed by a single performer in different scenes in a play. The foremost 
objective of Sircar for adopting this technique is to convey his message to the 
audience. This objective is successfully fulfilled, “The method worked efficiently in 
conveying to the viewer the thoughts and feelings of the play, without identifying 
them with any character in particular” (Srampickal 107). The members of the Chorus 
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in the play Procession who do not have any name but are identified by numbers ONE, 
TWO, THREE, FOUR, FIVE and SIX play different roles in different situations. They 
sing the songs in chorus at one place, in another situation they take the form of a 
procession or transform into a train. On some other place, they perform individually as 
a common man or the devotee of Gurudev or a hawker in the train. Here are some 
examples which illustrate this technique as used by Sircar in the play Procession: 
CHORUS (singing).   
      Adore Gouranga, Pronounce Gouranga, Take Gouranga’s     
                                                                                name, ho. 
He who adores Gouranga, I take him to my soul, ho 
Adore Gouranga, pronounce Gouranga, take Gouranga’s     
                                                                                name, ho. 
He who dies every day I take to my soul, ho. (7) 
 
. . . the CHORUS imitates a train’s siren and transforms itself into 
a train making a round with the whistles and jug-jug of a train. 
Then it breaks up into familiar suburban train types like the 
hawkers, beggars etc. suggesting scenes within railway 
compartments through their positions. 
ONE.  Attention, ladies and gentlemen, I have a message for all of you 
who use this railway route every day. I’m sure you all use pens. 
I’m here to bring to you a new pen . . . . 
They all speak together, overlapping, and moving all over the 
space. 
Two.  Lozenges, lozenges. Four different tastes-spicy, hot, salty, sweet. 
Pickle lozenges – ten paise a pair . . . .  
Three.  Water, sir, water! Water for anybody? 
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Four.  Betel leaves, dry leaf cigarettes, cigarettes, cigarettes! Betel 
leaves, dry leaf cigarettes, cigarettes! (13-14) 
Badal Sircar observes that “. . . the basic tool of trade of the art of the theatre is the 
human body” (qtd. in Sarkar xix). He accentuates the attitudes, gestures and 
movements of the body of the performer. Through physical gestures and expressions 
he creates various images on stage. To achieve his end, Sircar organised workshops in 
which he trained his group members to get rid of physical and psychological 
inhibitions. In this connection Sircar comments, 
To be aware of one’s own body; to discover the hidden potentials of 
the body; to develop mutual trust, both physical and psychological; to 
learn to relate to the space and to the others in one’s movements; to 
explore sound, movement and rhythm individually and in a group; to 
bring out and channelize one’s creative faculties and to establish a 
strong sense of community  and team spirit-these we categorize as the 
‘external’ workshop exercises and they are carried out through games 
with definite rules. (On Theatre 103-4) 
The above mentioned exercises are categorised by Sircar as external exercises and 
their accomplishment is essential for the success of the play. Sircar further declares, 
“The next step is to take up themes, thus bringing the mind into play or . . . to establish 
the mind-body relationship . . .” (104). This next step is the beginning of internal 
workshop exercises and this process helps to explore the “. . . ways of relating one’s 
feeling about the theme to the expression through the body, through movement, sound, 
rhythm, energy and the totality of linguistic expression” (104). Thus, the workshops 
that Badal Sircar organised and the training that he imparted played very important 
roles in instructing physical acting. Some examples from Procession show how 
performers express the situations through physical acting, how beneficial are the 
workshops and how they negate the use of mechanical devices: 
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. . . the CHORUS imitates a train’s siren and transforms itself into a 
train making a round with the whistles and jug-jug of train. Then it 
breaks up into familiar suburban train types like the hawkers, beggars 
etc., suggesting scenes within railway compartments through their 
positions. (Sircar, Procession 13) 
On another place the Chorus members are making animal sounds during a procession 
which is the result of vocal exercises taught during the workshops attended by the 
actors: 
A member of the CHORUS comes in, singing a classical composition. . 
. . He is followed into the arena by the five members of the CHORUS, 
this time as a group, making animal cries-braying like a donkey, 
bleating like a goat, mewing like a cat, quacking like a duck. They are 
chased along by the OFFICER as Bloodhound. THE MASTER 
appears, and is lifted up by the CHORUS, who carry him round in a 
procession. The OFFICER leads the procession, twirling his baton 
behind him like a tail. (34-5) 
The visualisation of the murder of young Khoka through physical gestures is another 
scene which if enacted in keeping with the directions would constitute an excellent 
piece of acting; 
They [Chorus] take KHOKA to different points in the space and kill 
him. The first time it is decapitation. One of the actors stoops low from 
the waist, the OFFICER paces KHOKA’S neck on his shoulders to 
form an executioner’s block, KHOKA’S hands are tied behind his 
back. On instructions from the OFFICER the executioner cracks at the 
head with an imaginary blade. Then the CHORUS mime a gallows. 
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The OFFICER lifts KHOKA up to the post and puts an imaginary 
noose around his neck. Then it is a firing squad. Then a gas chamber 
closed within human walls. At the end the OFFICER and the CHORUS 
turn into a bomber aircraft pouring bombs on KHOKA. (37-8) 
In this way, Sircar brings his theatre out of the confines of stage paraphernalia and 
makes physical acting the strongest tool for self-expression. 
Sircar gives short and brief dialogues to his characters. The brief dialogues 
help the audience in focusing on the action and endow the play with dramatic pace. It 
helps the actors also because “. . . they make much use of their bodies and are, 
therefore, unable to speak at length. Moreover, the idea of ‘group acting’ suffers if the 
characters are given lengthy speeches. To enhance the idea of group acting, a lengthy 
speech is often broken up, thus adding to the dramatic quality of the play (Sarkar 
xxx). In Procession, there is a scene where some freedom fighters are struggling with 
British forces and the scene is full of action. In this scene of Procession, it is difficult 





FIVE.  The spinning whee-ee-eel! 
ONE. Let Hindus and Muslims unite. 
TWO. Quit India. 
THREE. Do or Die. 
FOUR. Karenge iya marenge (Do or die). 
Five. British Imperialism, leave India! (Sircar 19) 
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The play ends with the union of the old alive Khoka and the young dead Khoka 
with the Chorus who invite the audience around the acting area to join the singing 
procession of dreams. There is a note of hope that ‘a real procession’ brings to an end 
the search of life and will show a way to a real home. Rustom Bharucha rightly opines,  
Micchil is one of Sircar’s most intricate . . . plays. . . . The play begins 
abruptly. The procession fills the space of the room . . . they move 
closer to the spectators who are compelled to become part of the 
procession . . . and the entire space of the room becomes a swirling 
mass of humanity. . . . Transcending the immediate issues of the play, 
it lingers long after the play ceased, compelling the spectators to re-
examine their affinities and responsibilities as members of a society. 
(qtd. in Sen 77) 
 In this way, the play which has been presented by Sircar in the form of various 
processions exposes how colonial rule has harmed the common man immensely and 
how in spite of gaining independence common man is still in the clutches of capitalists 
who continue to exploit the masses. It also expresses Sircar’s anger against this 
situation. In the play Procession, Sircar not only generates awareness but also creates 
the hope that a day will come when there will be equality in society and no one will 
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Urban-Rural Dichotomy as a Colonial Legacy: A Postcolonial 
Study of Badal Sircar’s Bhoma  
Raising one’s voice against the oppressions of the subaltern, highlighting the 
causes, discussing the subjugation and consequences of capitalist exploitation of post-
independence societies, describing the effects of technological, eschatological, 
ideological and cultural practices of the colonisers on the post-colonial nations are a 
few common traits that emerge from a perusal of postcolonial literatures. Some 
scholars are of the opinion that building of an independent nation is based on a longing 
for forgetting the colonial past and constructing a new future. But it is not an easy task 
for newly independent nation states to forget the painful memories, traumatic 
experiences and wounds inflicted by colonialism and garner the strength to establish 
themselves. Leela Gandhi rightly observes, “The mere repression of colonial 
memories is never, in itself, tantamount to a surpassing of or emancipation from the 
uncomfortable realities of the colonial encounter. In response, postcolonialism can be 
seen as a theoretical resistance to the mystifying amnesia of the colonial aftermath” 
(4). She further asserts that revisiting, remembering and interrogating the colonial 
history is one of the most important academic projects of present day postcolonial 
studies and a large number of academicians, litterateurs, theorists and critics are 
involved in this project. Badal Sircar’s attempts to analyse the consequences of 
colonial rule and the plight of people belonging to countries dominated by these 
powers through his plays are part of this project. His primary concern is the miserable 
condition of poor peasants and workers who form and comprise the subaltern classes. 
The subalternisation or marginality is one of the important metaphors of postcolonial 
studies. Subaltern is a word used by the British to designate someone of inferior 
military rank. But in postcolonial studies, this subalternisation is based on the grounds 
of race, class, gender, religion, caste, office and in those capacities where subjugation 
can be performed. Abrams and Harpham explain, “The subaltern has become a 
standard way to designate the colonial subject that has become constructed by 
European discourse and internalized by colonial peoples who employ this discourse” 
(238). Scholars from the postcolonial societies oppose the claims of a privileged 
European imperial culture on the basis of class, caste, race and gender, but,  
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The problem with such claims for marginality is that it is the elite 
political classes of postcolonial societies who often uphold marginality 
as a representative subject position from which to assert the 
emancipatory claims of national liberation in former European 
colonies. (Morton 162) 
Thus, the subaltern class continues to be suppressed and is itself unable to speak of its 
own subjugation neither before nor after the independence. If there is independence, it 
is only meant for those who are privileged socially, educationally and financially. The 
suffering and exploitation of the underprivileged people, the luxuries enjoyed by the 
privileged lot, the problems of corruption, unemployment and so on are some vital 
issues raised by Badal Sircar in his play Bhoma (1976) which was published in the 
collection entitled Three Plays (1983).  
Since, Sircar belonged to a middle-class Bengali family and spent most of his 
time in cities, he wrote plays based on his own experiences and viewed society from 
the perspective of the middle class, in the early and middle phases of his dramatic 
career. He opines that in fighting against the established thoughts and customs the 
middle-class can play a positive and active role. Subhendu Sarkar in the Introduction 
of Two Plays shares Badal Sircar’s view that the middle-class may  
. . . take the opportunity of their comparatively advantageous position 
(for example, they can avail themselves of higher education which is a 
far cry for most workers and peasants in a country like India) and urge 
others of their class to struggle for a better world. (xxxiii) 
But in Sircar’s plays, all the protagonists are not from the urban middle-class 
background. A major change in his approach can be traced from the time he began 
working for the Comprehensive Area Development Corporation (CADC), founded in 
1974. This government organisation was founded to assist peasants in various ways to 
produce crops thrice a year. While working with CADC, Sircar for the first time in his 
life came close to rural Bengal. This exposure to the plight of the peasants is reflected 
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in his plays as well, of which Natyakarer Sandhane Tinti Charitra (Three Characters 
in Search of a Playwright, 1974) is a significant example. The concept of the Third 
Theatre as a synthesis of the rural and the urban theatres perhaps appears best in the 
play Lakshmichharar Panchali (The Song of the Destitute, 1974). But the most 
famous play of this phase is Bhoma which is based on a real life character. In Bhoma, 
Sircar has recorded his original experiences of the conditions of the villages of Bengal 
“. . . together with the themes that have continued to haunt him for years” (xxxv).  
  In the play Bhoma, Sircar highlights the problems of those who belong to the 
lower stratum of society, the working class comprising of labourers, factory workers 
and poor peasants. He also wants to depict their lack of access to the means of 
production and how their energies and labour capacities are consumed by those who 
govern them and eventually how they find themselves subject to exploitation. The 
issues or problems raised in the play are based on differences between rural and urban 
life, so it is essential to know how and why these differences are, what they happen to 
be and how they have emerged. Badal Sircar observes, 
One of the most important characteristics of the socio-economic 
conditions of India is an unfortunate dichotomy between urban and 
rural life. This dichotomy is not limited simply to disparities in 
economic standards, services available, educational levels, cultural 
developments and so on, but is something more fundamental. Its root 
lies in the historical fact of India having been a colonial country for so 
long. (On Theatre 87) 
As pointed out by Sircar, India was the colony of Britain which she occupied “. . . to 
create and control markets abroad for Western goods, as well as securing the natural 
resources and labour-power of different lands and peoples at the lower possible cost” 
(McLeod 7). It resulted in adopting exploitative stratagems. To achieve these ends, 
Britain took control of the political and economic systems of India. Sircar further 
states that in the first phase of colonial exploitation, the East India Company bought 
the goods produced by the highly developed cottage industries of India at 
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unreasonable rates and paid their prices through the money of taxes implemented on 
the Indian people. The constituencies of Calcutta, Bombay and Madras were “. . . 
created to serve as centres for collecting and exporting such products to Europe. The 
capital accumulated through such exploitation enabled Britain to complete her 
Industrial Revolution” (Sircar, On Theatre 87). But, Britain was not interested in 
exporting Indian products. Britain’s chief concern was to sell her own industrial 
products in India. These strategies annihilated Indian economy in two ways: 
. . . firstly, the Indian cottage industries that tended to compete with the 
British industries were systematically destroyed and, secondly, India 
was converted into a backward agricultural country to serve as a 
gigantic market for British industrial goods on the one hand, and to 
supply raw material to the British industries on the other. (87-8) 
The cities and ports of India were developed intentionally by the British coloniser so 
that they could play an important role in this exploitation, with little or no attention 
paid to the growth of the villages and farming sectors. Hence the cities were developed 
at the cost of the villages. It can be said that the disparity in Indian socio-economic 
conditions resulted due to binaries, such as the contrast between the urban and the 
rural life styles and status enjoyed by the privileged and the under-privileged, the 
oppressor and the oppressed etc. These cumulative effects were responsible for the 
pitiable position of farming and farmers, the miserable condition of the workers, the 
division of Indian society into the cities and the villages, and into the privileged and 
the underprivileged classes. Thus, according to Sircar, all these factors led to the 
differences between the urban and the rural economy and these differences continued 
to exist even after independence. Sircar’s play Bhoma deals with this economic 
disparity and claims that rich people eat their “delicious biriyanis” at the cost of the 
poor people’s “rice” (85). The independence and welfare schemes are failed to bring 
any noticeable change and the rich continued becoming richer while the poor, poorer. 
There are some other interlinked themes that also figure in Bhoma, such as the 
problem of moneylending and its effect on agricultural development, government’s 
neglect for the growth of agriculture, exploitation of the weaker group by the stronger, 
destruction of small industries by the big, communalism, the loss of love, inhumanity 
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of the materialistic ‘I’ centered people, Third World debt, the catastrophic effects of 
atomic weapons, the disasters of flood and famine and the differences between the 
cities and the villages. 
The play Bhoma was first performed on 21 March 1976 at village Rangabelia, 
West Bengal, India, in Bengali by Satabdi and was directed by the playwright. He had 
heard the story of Bhoma in the Sundarban district by Tushar Kanjilal, headmaster of 
the Rangabelia Village School who had met Bhoma when he was 72 years old. Badal 
Sircar himself says,  
I was introduced to the Sundarban district by Tushar Kanjilal, 
headmaster of the Rangabelia Village School. I had heard Bhoma’s 
story from him. 
But Bhoma’s story is not there in this play. Seeing, feeling and 
learning about our surroundings shock us, hurt us, anger us-these have 
come out in disjointed, dramatic pictures. Bhoma’s picture was then 
part of those pieces. But when those pictures were strung together into 
a play then somehow it was Bhoma’s image which started to become 
the link and at the end the play could not be called anything but 
Bhoma. 
When the pieces were being put together as a play, there were 
others in Satabdi who had also created images out of their experience 
(and feelings), which have been incorporated in the play. In that way 
Bhoma is not entirely my creation. 
 In this play there is no character, no story, no continuity. (Bhoma 
45) 
Bhoma, once, had struggled with a tiger resulting in the loss of an eye and a deep 
hollow on his cheek. But in the play, Bhoma is not just a character; he is depicted as a 
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representative of that group who want to bring revolution in society and established 
himself over year as a model which inspires and provokes the subjugated class to stand 
up for their own rights. He also personifies the geographical terrains such as the 
villages, forests and paddy fields etc. The play is not the story of any particular 
character or situation but it “. . . is a series of chorus-created scenes that alternate 
between city preoccupations and concerns of the forest villagers” (Crow and Banfield 
131). There is no character, no story, and no continuity in the play. The message of the 
play is conveyed by the actors directly to the audience through words, sounds and 
physical acting. On the very first page of the play Bhoma, Sircar clearly states his 
objective that Bhoma is not for the amusement of the well-dressed front row audiences 
in a sumptuous auditorium. He aspires to convey through his theatre clear-cut and 
concrete truths about “. . . what is happening in the villages at the grass-roots level, the 
nature of exploitation both industrial and agricultural, the urban stranglehold on the 
rural economy” (Dutta viii). His first undertaking through his theatre is to make the 
common people aware of how the privileged classes suppress them.  
The play Bhoma opens with a discussion among some people about Bhoma. 
One says that he knows Bhoma but has never seen him; another says that he neither 
knows nor has heard about him. Then the discussion shifts to the coldness of man’s 
blood just like the blood of fish and dinosaurs. A character talks about the poor 
condition of his family because of his low income, but no one listens to him. Then, 
there is a glorious description of the progresses of the metropolitan cities of India;  
FOUR.  Beyond Sealdah, take the V.I.P. Road. To Dum Dum Airport-
See India! . . . . 
Two.  Hindustan Mark Two! Fiat Fifteen hundred! The Maruti is 
coming! . . .  
Four. Television! Television! It’s here now! Don’t worry! 
Five.  Metro Rail! Flyovers! The second Hooghly Bridge! (Sircar, 
Bhoma 48-9) 
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Then, it comes to light that “Bhoma is the forest. Bhoma is the paddy field. Bhoma is 
the village” (50). Bhoma is not the name of a person; he is the representative of, 
“Three-quarters of India’s population . . .” which live in villages. “. . . Millions and 
millions of Bhomas” (76). Bhoma belongs to the native aboriginals of India who live 
in the forests. He has cleared the forests of Sundarbans, with his parents and two kid 
brothers, to make land cultivable. He is a peasant and symbolises all the peasants who 
work hard in the fields for the whole day, but now their conditions are miserable 
because they neither get sufficient food to relieve their hunger nor are able to fulfill 
other basic necessities. Through Bhoma, Sircar projects the miserable plight of 
farmers, “Bhoma’s mother died of snake bite. His father was dragged away by a 
crocodile before his very eyes. The younger brother couldn’t stand the tamarind and 
salt water mixture and died of diarrhea” (81). Along with the emotional, mental and 
physical problems encountered at the family level by villagers, Badal Sircar is, 
through this play, drawing attention to the development of cities at the cost of the 
villages, which remain underdeveloped. The play deals with several kinds of 
exploitations such as the exploitation of small enterprises by the big industries, the 
helpless condition of the farmers and farming due to the unavailability of resources 
and the backward and out-of-date methods employed in farming, the exploitation of 
the craftsmen by the urban industrialists, migration of farmers to cities due to better 
job prospects and livelihood and the development of the urban areas at the cost of the 
rural population. Through this play, Sircar wants to make the common masses aware 
of their exploitation at various levels. For Badal Sircar, the exploitation of the small or 
cottage industries by the big industries is largely due to the capitalist mode of 
production,  
Although capitalist forms of production existed before 
industrialization, 'modern industry' is none the less the highest form of 
such production, and the form which finally sweeps aside all others 
and establishes the domination of the capitalist mode of production in 
economics and of the bourgeoisie in politics. Modern industry achieves 
economic domination by subordinating and then destroying domestic 
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industry and manufacture in town and countryside, and capturing the 
entire home market for itself. (Bottomore 257) 
Broadly speaking, under the capitalist system society can be divided into two classes: 
the ruling and the working. The ruling class has access to power, command over the 
modes of production or commodities and over the profit or surplus. In the modern 
industrial economy, this capitalist mode of production is the only economic mode and 
the bourgeoisie or the privileged classes are powerful and own industries. For this 
reason, they exploit and dominate the small or cottage industries and avail the 
advantages, and this domination is highlighted in Bhoma. Diesel pump sets are 
manufactured by Mahamaya Engineering Company, a small manufacturing company 
for a multinational company called Samson and Blackbird Company . The Mahamaya 
Engineering Co. sticks the name plate of Samson and Blackbird Co. on the pumps and 
makes specification literature for them. For this manufacturing process and pasting of 
name Samson and Blackbird Co. pays only two thousand five hundred rupees to the 
manufacturing company for each set while it sells one pump set for four thousand six 
hundred and twenty five rupees. In the play Bhoma, the representative of Mahamaya 
Co. reveals their plight and says that, “Even that is not paid in cash. They pay us only 
after the sets are sold. So we’re always short of capital to make new sets” (Sircar 56). 
This is not only domination but a kind of exploitation which takes birth “. . . when one 
section of the population produces a surplus whose use is controlled by another 
section” (Bottomore 183). When the representative of Mahamaya Co. tries for a bank 
loan of twenty thousand rupees, the bank refuses to give him the loan because the 
Company has no assets except a small shed, which has already been mortgaged for an 
earlier loan. The bank manager replies, “You can’t have it without security! Get the 
shed back first; if everything else is satisfactory you can get up to ten thousand on it” 
(Bhoma 57-8). While on the other hand, the bank manager gets ready to sanction a 
loan of one lakh and thirty thousand rupees to Samson and Blackbird Co., only on a 
phone call, without asking for any security, “Hello. . . .  Yes sir! How Much? . . . . 
hundred and thirty thousand? OK, sir, . . . there’s no question of securities” (58). In 
spite of being a big company, Samson and Blackbird Co. exploits its employees and 
gives them a very meager salary, with which it is very difficult for them to manage 
their houses,  
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I am a stenographer in Samson and Blackbird Company my salary is 
now four hundred and fifty-five rupees my take home pay is four 
hundred and twenty-eight rupees forty paise after provident fund 
deduction I have a wife two sons a daughter my mother two younger 
brothers and a younger sister at home the elder of the two brothers has 
passed his B. Sc. but hasn’t got a job in one and a half years he gets 
one hundred and ten rupees through tuitions the youngest brother is 
going to sit for the B. A. Part I examination . . . (47) 
So it is very difficult for a man to run a house with such a little amount of salary. 
Thus, it is evident from the play that the capitalists are sucking the blood of the lower 
class for their personal gains. 
Another kind of exploitation, dealt with by Sircar in the play Bhoma is the 
exploitation and unavailability of resources to poor farming groups which is not new 
to India. Its roots can be traced back to the time of British colonisation. As soon as the 
British East India Company took hold of the Indian administration, the exploitation 
and discrimination of the proletariats started. The well-established zamindari system 
proved to be a very effective means for this exploitation. After the battle of Plassey in 
1757, Bengal province came under the rule of British East India Company. Barbara D. 
Metcalf and Thomas R. Metcalf throw light on the acquisition of Bengal in their book 
A Concise History of Modern India as follows: 
An expedition mounted from Madras retook Calcutta in February 
1757, and secured restoration of the Company’s trading privileges. Not 
content with this victory, Clive entered into a conspiracy with a group 
of merchant bankers headed by Jagat Seth, at odds with the new nawab 
over his financial exactions from them, to overturn Siraj in favour of a 
more pliable ruler. Together they fixed upon the disaffected general 
Mir Jafar, who promised the British lavish payments in return for their 
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help in placing him on the throne. The result was the famous battle of 
Plassey, on 23 June 1757. (52) 
This was the formal commencement of British rule in India as well as the 
transformation of the East India Company from a commercial trading company to a 
political entity. With this conquest of Bengal, the East India Company gained control 
of India’s richest province. Then it took the formal authority of the Dewani of Bengal 
in 1765. Metcalf and Metcalf state, “As the British initially knew nothing of Indian 
rural society, their first attempts at revenue management, under Hastings, involved a 
series of disastrous experiments in leasing and auctioning the right to collect taxes” 
(77-8). These experiments worsened the condition of the people of Bengal and nearly 
a quarter of Bengal’s population died. But the British colonisers were concerned only 
with their profits and “By the eighteenth century the British had come to believe that 
private property in land alone ensured stability and progress in society” (78). In 1776, 
Philip Francis, a member of the Calcutta Council, proposed a plan for a rule of 
property for Bengal, according to which, 
‘If private property be not once for all secured on a permanent footing, 
the public revenue will sink rapidly with the general produce of the 
country’. Such ideas conformed with the eighteenth-century Whig 
belief in the importance of a hereditary landed aristocracy. The 
zamindar, according to this vision, was an Indian version of the 
English gentleman-farmer; once his property rights were secure, he 
would be as enterprising as his English counterpart. (78) 
This proposal of Philip Francis was rejected at that time but it took legislative shape 
in 1793, “. . . under the Whig grandee Lord Cornwallis, when the Bengal Permanent 
Settlement, with enduring consequences for the region, vested in the province’s 
zamindars a full proprietary right in their estates with a revenue assessment fixed in 
perpetuity” (78). According to it, if the zamindars failed to pay his tax, his property 
would be sold off in an auction to whoever offered the highest price. To quote Metcalf 
and Metcalf, “Under the new land system . . . the peasantry found themselves reduced 
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to the status of tenants without rights, while the zamindar as proprietor found his 
entire estate liable to sale in case of default in paying the taxes assessed on it” (78). 
So, to save their property and land the zamindars adopted each and every measure to 
collect taxes from the poor peasants. There were some other problems faced by the 
peasants in those days. Sometimes their crops were destroyed by floods or famines. 
Sometimes they got very little money for their crops when they sold them in market, 
because the prices of crops were very low in the market. For these reasons, they found 
it difficult to pay their taxes. But the British government did neither listen to the 
peasants’ problems nor relieve them from paying tax. Instead of giving them extra 
time to pay their taxes, the British government would get their lands auctioned with 
the help of court orders. Thus, the zamindari system harmed Indian farmers and made 
their condition pitiable. Tania Chakravarty opines that these practices are still persist 
in independent India, “. . . the notion of private property and the introduction of 
colonial science impacted upon the agrarian land use in colonial India. The legacy . . . 
continued in post-colonial India” (219). There still exists in India the class of 
landowners who exploit the poor farmers. The peasants and villages are often 
deprived of their basic needs. In Chakravarty’s view, after independence, “India’s first 
several five year plans allocated substantial budgetary amounts for the 
implementation of land reforms” (225). A degree of success is achieved in some 
areas, such as the abolition of intermediaries, rationalisation of different tenure 
systems and the imposition of ceilings and landholdings. But, the implementation of 
these land reforms has proved a failure in various parts of the country. In the play 
Bhoma, these problems are clearly visible. The farmers continuously demand that the 
attention be paid to their problems so that they could improve their crop production 
but no attention is paid to their demands. A character in Bhoma, who represents a 
farmer, shouts, 
TWO. We want water give us water we want water give us water. . . .  
FOUR. We need fertilizers give us fertilizers we need seeds give us 
seeds we need water give us water we need seeds. . . . 
And the reply is,   
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FOUR. There is none, none, none. . . .  
ONE. No water no fertilizer no seeds no land no food no clothes no 
work no water. . . . (Sircar, Bhoma 51)  
The peasants are forced to work on the land of others on daily wages because they do 
not have their own land; “The brother next to Bhoma is still living. He lives in the 
aboriginal neighbourhood of the village of Rangabelia. He’s landless-an agricultural 
labourer. He gets work only ninety days a year at three rupees per day” (81). Here, the 
brother of Bhoma is the symbol of the landless farmers of the Indian villages. The 
farmers do not have their own pump sets for watering the fields. They have to buy 
water from the pump sets of the landlords who sell it on high prices. On asking about 
the price, the farmer replies; “This year it’s risen to seven rupees per hour. Till last 
year we got it for five” (60). On the one hand, in the forest of Sundarbans the 
government has made a wild life sanctuary. Thousands of people visit to this tourist 
spot out of which a good income is generated. The government spends thousands of 
rupees for its beautification.  On the other hand, people of Sundarban villages are 
divested of their essential needs, “There’s no doctor. There’s no electricity. Little 
water. No road for jeeps. The police takes three days to reach a murder spot” (82). 
The zamindari system suited the British coloniser since it was based on the unequal 
distribution of land. It was fruitful for the upper class in the sense that in it the 
collection of revenue was high while the investments in health, education and 
technologies were comparatively low. Though the zamindari system was abolished 
after independence but just as under the colonial rule peasants were forced to pay 
taxes even after famines or floods, in free India also the farmers are often compelled 
to pay revenue even after their lands, crops and homes have been destroyed, 
according to Badal Sircar’s play Bhoma, “An acre of my land was eaten away by 
Bidya river three years ago. . . . But we have to pay revenue still on that piece of land. 
. . . And will have to go on paying till the next Government survey” (84). These 
miserable conditions of the rural areas and their people are due to the neglect of the 
government. In spite of the fact that India is an agricultural country and about 
seventy-five per cent of her population lives in villages and depends on farming, the 
government does not pay attention to the well-being of villagers, 
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THREE. The village! the lovely village! the charming village! the 
beautiful village! 
FOUR. The special village welfare programme-on the radio. (50) 
The welfare programs for villages and for farming are confined only to the radio and 
television. Sircar believes that the roots of this neglect can be traced back to the 
colonial rule, 
Having been a colonial country for so long, the cities of India have 
acquired a colonial character in their development-sometimes even in 
their birth, like in the case of Calcutta, Bombay, Madras, New Delhi. 
Such cities did not emerge as the natural products of the indigenous 
economic development of the country, but were created primarily to 
serve the colonial interests of a foreign power. (On Theatre 1) 
According to the play Bhoma this colonial legacy continues even after independence. 
The government is ready to spend millions of rupees for the development of cities but 
is not ready to spend enough money for the welfare of the peasantry, 
TWO:  The second bridge-only 600 million rupees. 
THREE:  Digging in Calcutta for better streets and better sewers-only 
2000 million rupees spent so far. 
FOUR:  The Metro rail will cost only 3000 million rupees. 
ONE:  Only 3 million! I’ve calculated it. Only 3 million for the 
Simulpur Anchal! We are not begging. We want it on loan, at the 
usual bank rate, at fourteen per cent interest. The farmers will 
repay the whole amount with interest after harvest. It’s going to 
yield gold, the farm labourers will have work all the year round, 
will get higher wages. . . . (Sircar, Bhoma 55) 
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In Sircar’s opinion, since the cities were developed to serve colonial interests, so in 
the cities facilities for imparting English education were introduced first and people 
who belonged either to the families of landlords under the zamindari system, or to the 
families of businessmen, brokers, usurers, etc., could benefit from this facility first 
because they “. . . acquired wealth in the process of colonial exploitation” (Sircar On 
Theatre 88). As a result, the cities progressed rapidly and the villages remained 
backward, pinpointing the urban-rural dichotomy. Frantz Fanon in The Wretched of 
the Earth also expresses similar views about the miserable condition of the country or 
village people, in the context of Algeria, but his views are relevant in the context of 
other countries that were colonised as well. In his opinion, the majority of nationalist 
parties believe that the country or village people are insignificant from the political 
point of view so they “. . . show a deep distrust towards the people of the rural areas. 
The fact is that as a body these people appear to them to be bogged down in fruitless 
inertia” (Fanon 109). According to political parties, steps taken for the betterment and 
well-being of rural areas will be futile because in the absence of education, 
understanding and knowledge the villagers cannot be appropriately applied their 
voting powers which will prove useless for the benefits of these political parties. So 
these parties as well as the government do not pay enough attention to the welfare of 
villages. Thus, in the absence of land, work, profit and basic needs essential for 
survival, the peasants who are symbolised by the Bhomas in the play migrate to the 
cities in the search of livelihood. In Bottomore’s opinion, “The greater amounts of 
capital required to compete in agriculture completes the removal of peasants from the 
land” and the groups of these landless labourers travel to cities with their families 
(257). They come to the cities with the thought that they will work in the industries 
but the use of machinery in the industries eventually displaces them and they are 
compelled to work as domestic servants, 
SIX.  The Bhomas come in groups after groups to Calcutta. . . . 
THREE.  Bhoma’s mother, Bhoma’s wife, Bhoma’s sister, Bhoma’s 
daughter. . . .  
FOUR.  Wash pots and pans in the houses of the gentry. . . . (Sircar, 
Bhoma 86) 
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This migration from the villages to the cities increases unemployment, crime and 
aimlessness among the youth. It decreases the income and purchasing power of 
people. This transfer of population also increases the urban population. It has 
. . . merely had the effect of concentrating, in the poverty-stricken 
areas, . . . For urban life in the East means nothing but promiscuity, the 
most elementary lack of hygiene and comfort, epidemics, 
undernourishment insecurity, and physical and moral corruption 
resulting from over-concentrated, collective existence. (Levi-Strauss 
773) 
Thus, it is clear that the subaltern people who do not have access to power are destined 
to suffering and exploitation whether they live in the villages or in the cities. In the 
villages they do not even have rice to eat and are compelled to sleep on an empty 
stomach as is evident from this dialogue of the play Bhoma, “No rice? Then Bhoma 
goes to sleep” (Sircar 87). In the cities they are forced to live in slums and on 
pavements, “So many pavement dwellers in a renowned city like Calcutta in this 
twentieth century?” (87).    
Self-centeredness, loss of love, materialism and sham patriotism are also dealt 
by Sircar in the play Bhoma. All these problems are also in continuum with 
colonialism and the cultural and technological patterns established over the years by 
the colonisers in India, especially in the cities. With the advent of the British, and 
capitalism and industrialisation introduced by them, Indians became self-centred and 
interested in the accumulation of wealth. In India before the advent of 
industrialisation, “. . . the stability of the social organization was maintained by 
custom and status; these together regulated prices, wages, rents and land taxes, thus 
holding individualism and exploitation under leash” (Motwani 786). But after that, 
people have become self-centred and materialistic. The industrial and technological 
advancements of the West instilled in the minds of the colonised populace a feeling of 
being inferior. Out of this inferiority they accepted the thoughts and ideas of the 
Western masters as appropriate and superior. The intellectuals of the colonised land “. 
. . had learnt from his masters that the individual ought to express himself fully. The 
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colonialist bourgeoisie had hammered into the native’s mind the idea of a society of 
individuals where each person shuts himself up in his own subjectivity, and whose 
only wealth is individual thought” (Fanon 47). There is another reason for this 
individualism, self-centeredness and materialism. Before the introduction of colonial 
administration, Indian law and order were based on theology. People were punished 
and released on the basis of the rules written in religious scriptures. But, the British 
considered this system outdated and made laws on the pattern of their own country. 
Since the British ruled over India, the people had to accept this man-made law which 
promoted individualism and self-centeredness. In Tara Chadha’s view, “Liberties 
inhere in persona—the rights which an individual holds. The Eastern holders of 
persona, so far as state and society were concerned, were the collective village, the 
occupational fraternity, the family; the individual was merged in the group ” (781). 
But, after the introduction of this Western law and modern socio-economic system, “. 
. . the individual has become emancipated. Society becomes an integration of 
individuals instead of being a community of communities” (781). Thus, it can be said 
that the Western law and technology are the main causes of this individualism. In the 
play Bhoma, the problem of ‘I’ centeredness is clearly visible when people can be 
seen pursuing materialism and setting aside their own traditions and value systems: 
THREE.  No, no, it’s I. (Tries to overtake ONE.) 
FOUR.  Not you, it’s I. 
FIVE.  Oh no, it’s I. 
SIX.  Stop, stop, it’s I. 
      They are all racing now.  
ALL.  I, I, I, I, I. 
ONE.  (over their voices).  I, I, I, I-and a little more security I, I, I, I, 
and a little ease.  I, I, I, I, and a little luxury. (Sircar 66-67) 
Technological and materialistic advancements have made people loveless and they act 
and think like automaton. Manchi Sarat Babu observes, “Religion which usually 
preaches love is converted into a loveless, materialistic institution” (133). God has 
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now become the patron of monetary and worldly ‘things’ instead of spirituality which 
is evident from the forthcoming conversation from Bhoma:  
ONE.  Don’t believe in love. 
THREE.  Then what should we believe in? 
ONE.  In things. Things, things and more things. 
THREE.  Only things? 
ONE.  You can even believe in God. A God that gives you things. A 
God that takes away things from the unbelievers. (Sircar 65) 
Materialism and lovelessness have got infused in the blood of human beings which is 
so cold and unproductive that it cannot “. . . germinate even a prickly thorn on this 
earth” (58). The blood has become so cold that it is irresponsive to the exploitation of 
poor peasants and workers and does not feel the warmth of the blood of others. People 
are so cold blooded that they are building their lives and availing luxuries at the cost 
of the blood of others, “If the Bhomas had rice, we would not have anything left to 
eat. Bhoma’s blood, red blood, blossoms into white jasmines of rice on our plates. 
Twice every day” (76). The above statement indicates that the city people in the urban 
areas know that they are indebted to the village people for their comforts but they 
have become so cold blooded and comfort seekers that they do not want to sacrifice 
their comforts. But their blood is not completely cold. Sircar gives an ironic 
description of the warmth and affection felt by the city people for others. In the play 
Bhoma, Sircar sarcastically points out that the urban people’s blood is not completely 
cold, since it also boils. It boils on such things which affect them as individuals; “. . . 
when bloodthirsty Pakistan attacks India”, “When imperialist China attacks India!”, 
“When the Indian cricket team loses a test match”, “When they keep on promising 
they’ll build the stadium but don’t”, “When they keep on promising they’ll lay the 
metro rail, but don’t” and on many such things (62). Sheer selfishness and self-
centredness have become such a part and parcel of the lives of privileged people that 
they do not hesitate in taking the blood of needy persons; “Give me blood, I’ll give 
you jobs”, “Give me blood, I’ll give you permits” (62), “Give me blood, I’ll give you 
a kingdom” (63) and people are inclined to give blood and sacrifice. The poor do not 
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do this out of choice but due to their helplessness, unemployment and hunger. 
Industrialisation and technological progress were responsible for the rise in the labour 
class because more people are needed for working in industries. This encouraged big 
families to send their members to earn money, because more members working means 
more wages. The progress of medical science “. . . had stamped out various diseases 
and cut down the rate of mortality . . .” (Motwani 785). Thus, the progress of medical 
science gave birth to the gradual increase of population but this increase of population 
is not proportionate to job opportunities. Unemployment leads to frustration, anger 
and other evils and people are ready to give their blood as well as not hesitant to flow 
the blood of others. This increase of population and unemployment gave rise to a 
class of young people who were often illiterate and vulnerable to wrong influences. 
The developed countries often offer their pastimes to these youths of under-developed 
countries. Because of the lack of employment avenues, disjointed family systems, 
lack of education, moral values and poverty, the youth of under-developed countries, 
“. . . have at their disposal leisure occupations designed for the youth of capitalist 
countries: detective novels, penny-in-the slot machines, sexy photographs, 
pornographic literature, films banned to those under sixteen and above all alcohol” 
(Fanon 195). In the play Bhoma, Sircar gives a glimpse of a leisure occupation i.e. 
alcoholism, 
FOUR.  Aren’t you going to pass some dough today, Boss? 
FIVE.  You got some yesterday, didn’t you? 
SIX.  Down the batch, Boss, What do we drink tonight? (63) 
It thus becomes clear that in the play Bhoma the roots of all these problems have been 
traced to the exploitative, mean, defective and destructive policies of the British 
colonisers. Without getting proper and complete knowledge of the social, 
administrative, economic and environmental conditions of occupied lands, they 
applied those strategies which were successful in Britain to the lands they colonised. 
This caused great harm to the colonised countries and the damage done is visible even 
after a long period of independence. 
 Individualism and self-centredness have become so strong that they have 
ruined the feeling of patriotism as well. The rulers of the country, who are the 
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members of nationalist parties, are becoming rich by looting the money of common 
people. The fear of being persecuted if their guilt is established prevents them from 
depositing this money into national banks or investing it for the profit of their own 
country. They want to deposit their looted money into foreign banks also because 
perhaps they fear that someone else may rob them of their money just like they have 
got it through foul means. Fanon correctly observes, 
The landed bourgeoisie refuses to take the slightest risk, and remains 
opposed to any venture and to any hazard. It has no intention of 
building upon sand; it demands solid investments and quick returns. 
The enormous profit which it pockets, enormous if we take into 
account the national revenue, are never reinvested. The money-in-the-
stocking mentality is dominant in the psychology of these landed 
proprietors. Sometimes, especially in the years immediately following 
independence, the bourgeoisie does not hesitate to invest in foreign 
banks the profits that it makes out of its native soil. (155) 
This landed bourgeoisie, as illustrated in the play Bhoma, are the members of the 
ruling class in post-independence India who stock money in Swiss banks and maintain 
their image of patriots because the control of press and media is in their hands which 
conceal their sham patriotism. A conversation from the play Bhoma will suggest it; 
ONE.  You’ll borrow a hundred, and repay a hundred? 
TWO.  That’s what it amounts to. 
ONE.  That means you’ll become bankrupt then? 
TWO.  Bless me, it’s the country that will become bankrupt, why 
should I? My money is in a bank in Switzerland. 
ONE.  Shalt thou not be called a traitor by the nation? 
TWO.  Who dares call me that? I’m a patriot and I’ll remain one. 
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ONE.  How? 
TWO.  Microphone. Newspapers. Radio. Television. Above everything 
else the ‘I’ in man. (Sircar 69) 
Thus, the so called leaders, who are expected to be patriotic, have imbibed the legacy 
of individualism, materialism and trickery from their colonial masters and are 
exploiting the nation to achieve their selfish objectives. 
 Colonialism has had another adverse effect on Indian society, as shown in the 
play Bhoma. This is in connection with the importance attached to the ability to speak 
and write in English. Without proficiency in English, one cannot get a good job in 
India. Ranajit Guha observes that till the end of the nineteenth century, English 
education had “. . . already established itself as the most distinctive aspect of 
westernization in our culture” (165). Guha gives the example of Bankimchandra 
Chatterjee, one of the famous writers and freedom fighters of that time, who believed 
that only that person who had been educated in the Western style was considered 
shikshita or educated. One, who had been born and brought up according to ancient 
Indian cultural traditions and thoughts, was not regarded as a member of the educated 
community. Guha further states that till the second decade of the twentieth century, 
Indians brought up traditionally, believed education to be “. . . merely another way of 
thinking. This was indeed how the colonial regime itself wanted education to be 
thought. All its agencies, private, public and missionary, projected education 
exclusively in the image of a spiritual operation on the native mind” (165-66). This 
training operation i.e. to educate the native people in the western mode was part of the 
larger project of, to use Spivak’s words, colonisation through “epistemic violence” 
which designates “. . . the imposition of a given set of beliefs over another” (Habib 
748). Spivak derives the concept of epistemic violence from Foucault. This violence, 
she says, exhibited the “. . . remotely orchestrated, far-flung, and heterogeneous 
project to constitute the colonial subject as Other” (Spivak 76). This epistemic 
violence, performed in the colonised nations, was a natural consequence of the 
“epistemic overhaul” of eighteenth century Europe (76). In Spivak’s opinion, Europe 
needed this epistemic overhaul or examination of the orderly unconscious structures 
underlying the production of knowledge for its own economic and political 
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development and for establishing its supremacy over the world. The British were 
successful in this mission, because the thought that the Western mode of education is 
beneficial for one’s future and job prospects influenced the people and this notion is 
still prevalent after the independence of India. A character’s disappointment in the 
play Bhoma throws light on its importance; “Had I been to an English medium school 
I would have got a thousand. . . . If I could speak good English would I have got stuck 
here? I would have changed a couple of jobs and become a P.A. to the big boss of a 
multinational!” (Sircar 67). To enhance the job prospects, now people prefer to go 
abroad; to England, America or other European countries, and leave their parents 
alone under the burden of debts as a result of loans taken by them to improve the job 
prospects of their children. Maitrayee Guha opines in this context, “The idea of 
studying abroad was considered a good opportunity to widen one’s own power of 
cognition. These proved beneficial to many as they got jobs more easily than the rest 
within the country” (75). Since, as said earlier parents sell their assets and take loans 
for their children’s education, their own condition becomes miserable. This flawed 
thinking of the parents that leave them desolate and far removed from their children 
physically and emotionally is clearly revealed by the following lines from the play 
Bhoma, 
TWO.  I’ll sell my pots and pans, but he’ll get his education. 
THREE.  Yes, yes, sell your pots and pans. 
FOUR.  Your country will also sell its pots and pans to educate him. 
FIVE.  Thousands of pots and pans will be spent to educate him. 
SIX.  Educated, he will depart in glory of America. 
TWO.  I’ll get his picture printed in the newspapers. 
THREE.  Your son will earn thousands of dollars in America. 
FOUR.  You’ll advertise in the papers for a bride for your son in 
America. 
FIVE.  Meanwhile your son will have married a blue-eyed American 
blonde. (Sircar 68) 
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 Parents live in the hope that their children will return to them, but after completing 
their studies they settle in that foreign country and marry there also, leaving their 
parents to live a lonely life. M. K. Gandhi rightly said in his Hind Swaraj, “To give 
millions a knowledge of English is to enslave them. The foundation that Macaulay laid 
of education has enslaved us” (Gandhi). This enslavement is still persistent in the form 
of exploitation of ex-colonised countries by the developed countries. They allure the 
youth of developing countries by attractive salaries and other schemes and call them to 
work in those countries so that they could develop their economy and capital. The 
above statement gets strength by the view of Manchi S. Babu when he says that, “. . . 
third world countries like India are exploited by the advanced countries like America 
in the same manner as villages are exploited by cities” (134). Sircar is very depressed 
with both kinds of exploitation and wants to bring change in the society by raising 
these issues in his plays.  
 
 In the greed for becoming powerful, people have crossed all limits and seem to 
have even lost their humanity. But this loss of humanity, it can be argued, is not only 
due to greed for power and wealth, it is a reaction against hundreds of years of 
oppression and discrimination. This view is supported by Paulo Freire’s account of 
humanisation and dehumanisation. In his opinion, “. . . both humanization and 
dehumanization are real alternatives, only the first is the people's vocation. This 
vocation is constantly negated, yet it is affirmed by that very negation” (Freire 43). 
But this vocation, that is; the humanisation, is ruined by “. . . injustice, exploitation, 
oppression, and the violence of the oppressors [while] affirmed by the yearning of the 
oppressed for freedom and justice, and by their struggle to recover their lost humanity” 
(44). Though in due course of their struggle the oppressed achieve freedom, but this 
struggle leaves them dehumanised. The result is that “Because it is a distortion of 
being more fully human, sooner or later being less human leads the oppressed to 
struggle against those who made them so” (44). In the play Bhoma, this 
dehumanisation is clearly visible when people of India are celebrating on India’s 
becoming a nuclear power. On 18th May 1974, India became a nuclear power. India’s 
three hundred years’ colonisation forced her to make nuclear weapons, so that it could 
compete with the super powers of the world. But nuclear weapons prove to be 
dangerous, because the radioactive radiations released by them can destroy millions of 
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people and cause deformities in children at the foetal stage. It is clear by the statement 
made in the play that “All the experiments with atom bombs that have been conducted 
up to 1962 on this earth. . . . Have released enough radioactivity to cause the birth of 
two million maimed and deformed children” (Sircar, Bhoma 71-2). All the negative 
consequences of radioactivity are known to scientists and educated people, but they 
have become so dehumanised that they do not want to accept and prevent them. This 
issue has been focused upon in the play Bhoma as well. One of the characters 
comments on the destruction caused by radioactive radiation, “Twenty-four thousand 
years! Human civilization is only five thousand years old. Within this time man has 
made arrangements for the next twenty-four thousand years” (73). In spite of these 
facts, people of India rejoice because they believe that nuclear capability is going to 
help India to become a superpower. Thus, this loss of humanity due to colonisation is 
another harmful effect on post-colonial India. 
But, Sircar does not lose hope and is confident that the efforts of human beings 
can change the situation and reform society. His optimism is voiced by a character in 
the play; “This earth belongs to ALL of us, doesn’t it, Bhoma? If we, ALL of us, could 
work our hardest to make everything we need and then ALL of us shared all we 
produced, then that queer picture that lets us buy up your blood to drink . . .” can be 
changed (86). The play Bhoma ends on the note of optimism that the efforts of Bhoma, 
who symbolises the peasants, poor proletariats and workers, “. . . is capable of clearing 
the jungle of poison trees that our society has become, to make it habitable” (Sircar, 
On Theatre 118).  
Almost all the technical aspects of the Third Theatre are revealed in this play. 
Badal Sircar’s Third Theatre plays are said to link rural and urban spaces. They are 
equally effective in the cities as well as the villages. In the following passage, in 
which Sircar speaks to Samik Bandopadhyaya, he shows the twofold thrust of his play 
Bhoma: making urban people aware of the exploitation of the villagers and attempting 
to make the rural audience aware of their strength: 
The first few lines of Bhoma explain why and how it came to be 
written. What I hadn’t known yesterday I know today, and I have 
friends who do not know it, even today, and I would like to 
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communicate to them the little that I have just come to know about life 
in the village. Thus Bhoma was written for people like us, aimed at our 
kind of people, not meant to be performed in the villages. But when we 
took Bhoma to village audiences, they found a point of identification in 
the issues it touched-underground water, agriculture, their problems, 
land relations-and its departure from the gods and goddesses and kings 
and rulers of all earlier theatre. There was nothing new for them in it in 
terms of information, it was all familiar stuff, they knew it all, I had 
learnt from them anyway. (qtd. in Sarkar xxxv) 
Thus, the play Bhoma is significant since it provided the much needed rural-urban 
link. 
Another characteristic of Bhoma is that it is a collage of various disconnected 
situations like his other plays such as Ka Cha Ta ta Pa, Procession, Khat Mat Kring 
and Stale News. The collage is an important feature of Sircar’s Third Theatre. It helps 
him to treat a number of issues in a single play. Bhoma is a composition of many 
detached scenes that are written over a period of three years and is the cumulative 
result of the efforts of all the members of Sircar’s theatre group Satabdi. He 
intentionally uses the technique of detached scenes and does not follow a linear story 
line because his plays are meant for open-air performances in places such as, parks, 
street-corners or college campuses where even occasional visitors may see the 
performance by chance and understand the message of the play, even if they are able 
to sit or stand only through any one episode. Badal Sircar shares his experiences about 
the writing process of this play, 
Whenever I reacted strongly to a fact or phenomenon I came across-in 
reality, in the newspapers, in a book, in a discussion-something 
emerged in the shape of a scene in a play. That is to say, there were 
speeches for actors but nothing on the left side of the colon to indicate 
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the identity of the speaker of the lines. There were no dialogues as 
such, but connected speeches projected straight to the audience. When 
I wrote those scenes, I had no idea that I was creating a play-it was 
more like writing a diary. When we were searching for a new play 
some time in early 1975, these scenes were read out to the group 
members. It was decided that everybody would henceforth write down 
the facts or phenomena he or she reacts to together with the reactions. 
Such a notebook we called the ‘book of feelings’. (On Theatre 117-18) 
All the group members developed the situations which Sircar gave them and the play 
Bhoma gradually materialised with their cumulative contributions. Sircar gave full 
freedom of thought to all the members of Satabdi to contribute their experiences and 
observations to the main theme. In this connection Sircar says, as quoted by Ella Dutta 
in the Introduction of Three Plays, “‘The different scenes were born of our reactions to 
different impulses that had come from our readings, our observations, our experiences 
at the time’” (ix). Dutta continues further, “The different scenes, each centered around 
a particular theme, were written without any specific character or structure in mind. He 
then read out the scenes to some of the members and found that some of them had 
written down similar scenes” (ix). However sometimes, the reactions of Satabdi 
members were different. For example they reacted differently to Bhoma’s story or the 
life of wood-cutters about which Sircar and the other members had heard from the 
school teacher in Rangabelia. Later, all these reactions even when they were different 
became the part of the play Bhoma. What Sircar did was that after a series of thoughts 
were collected, Sircar organised them and created something substantial. Ella Dutta 
further informs us that 
While working with the scenes, the image of Bhoma became stronger 
with Sircar and the idea, which unified the scenes, emerged gradually. . 
. . Some images, which had also been written down, like the blood of 
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fish, the blood of humans, cold blood and warm blood, worked 
themselves into the play like refrains. (x) 
An important theme of the play Bhoma is the futility of village welfare programs. This 
theme was contributed by Sircar himself. During his job with Comprehensive Area 
Development Corporation Sircar had come in contact with the rural area of Rangabelia 
and he became conscious of the ineffectualness of the Calcutta Metropolitan Planning 
Organisation. This organisation was established to support farmers to improve their 
crops. But Sircar feels that “. . . unless there is rural development, unless economic 
planning is linked with town planning, the whole exercise is useless. He believes that 
the CMDA concept is all wrong” (x). Another scene of Bhoma was written by Meera, 
one of the members of Satabdi, “. . . who did family planning work in the worst slums 
of Topsia, Tangra, got an intimate picture of the problems of these people and she had 
written them down” (ix). In this way, it becomes clear that the play Bhoma is a team 
effort and the result of a long thinking process.  
The play Bhoma is portable, inexpensive and flexible. This is another 
important feature of Sircar’s Third Theatre. It is flexible because it can be performed 
both in the open air and in Anganmancha. No stage decoration, sound records and 
costly costumes are needed. The play is also a departure from the Western style plays 
performed on the proscenium stage. It does not follow the unities of time, place and 
action, nor is it divided into acts and scenes as is usual. In the Preface to the play 
Bhoma, Badal Sircar says that “In this play there is no character, no story, no 
continuity” as pointed out earlier (45). 
Another characteristic of Third Theatre, the extensive use of the body to 
express different scenes and images, is also found in the play Bhoma. Sircar conducted 
workshops wherein the exercises that were practiced helped in making the body 
flexible and removing psycho-physical inhibitions. Sircar’s encounter with Anthony 
Serchio, the director of the La Mama Theatre of USA, proved beneficial for him, 
under whose guidance the members of Satabdi learnt the set of basic exercises. Sircar 
organised several workshops to teach a series of psycho-physical exercises. 
Commenting on these exercises Sircar says that  
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The basic workshop exercises help one, among other things, to get rid 
of inhibition which is a deadly enemy of theatrical expression. . . . The 
next step is to take up themes, thus bringing the mind into play or, in 
other words, to establish the mind-body relationship. . . . From that 
point onwards, the workshop exercises become ‘internal’ and, through 
this process, one explores ways of relating one’s feeling about the 
theme to the expression through the body, through movement, sound, 
rhythm, energy and the totality of linguistic expression. (On Theatre 
103-4) 
Workshops prove beneficial in establishing coordination between the movements of 
body parts demanded for the kind of acting required by Sircar’s Third Theatre. The 
play Bhoma is full of the examples of physical acting: 
Six actors. . . . A melody of four descending notes. Each crouches and 
becomes a seed. Sprouting, standing up, stretching and spreading. 
Trees. Birds singing. Wind through the leaves. Two of the actors turn 
into woodcutters feeling trees with the customary ‘heave ho. . . .’ etc. 
Clearing the jungle. Paddy fields. Ploughing. Sowing. Harvesting. 
Then the group forms into a machine, with the rhythms and sounds of 
the movement of a machine. (Sircar 46) 
Another example from Bhoma is, 
THREE and SIX have been making movements of irrigating the fields 
in the old way with a hollow wooden tool type thing. (60-1) 
At one place, the fascination of people for worldly objects is shown very vividly 
through physical acting: 
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In life’s walls there are many shelves and niches. There are rows and 
rows of fascinating objects. Look at them, mark them, choose them.  
Pushes TWO towards an imaginary wall. Except for THREE all the 
others too have their imaginary walls in front. Their eyes sparkle with 
greed. (64) 
Another technique of Third Theatre is that different roles are performed by the 
same actor in different scenes. This is also found in the play Bhoma. To convey 
thoughts and feelings without identifying with any character in particular is the motive 
of Sircar. The following example from the play will illustrate this technique: 
TWO, FOUR, FIVE, SIX put their hands on each other’s 
shoulders, form a close circle, and begin to go round like a planet. 
ONE kneels on one side. THREE lies in a corner for some time 
before suddenly jumping up. 
THREE.  If the blood of man is cold, then how can he love? Tell me, 
Answer! Don’t human beings love? Is love dead? Come on, come 
on, answer! Do you want to kill love? Can you kill it? Can you?    
The ‘planet’ does not answer; it goes round and round. ONE 
gradually becomes a deformed human being, with a clown’s grin 
fixed on his face. 
No you can’t. The earth will die before that! 
TWO, FOUR, FIVE, SIX.  This earth. 
THREE.  Yes, yes, the earth will. . . . 
ONE comes closer. THREE is terribly shocked. 
What’s this? Who are you? 
ONE.  I’m one of the two million. 
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THREE.  What two million? Which two million? 
ONE.  All the experiments with atom bombs that have been conducted 
up to 1962 on this earth. . . . 
TWO, FOUR, FIVE, SIX.  This earth. . . . 
ONE.  Have released enough radioactivity to cause the birth of two 
million maimed and deformed children. I’m one of the first lot.  
. . . . 
They walk in a procession. 
TWO, FOUR, SIX.  Rejoice! Rejoice! 
FIVE.  18th May 1974. 
TWO, FOUR, SIX.  Rejoice! Rejoice! 
FIVE.  India becomes a nuclear power! 
TWO, FOUR, SIX.  Rejoice! Rejoice! 
FIVE.  Number six in the world! 
They again move in circles like a planet. (Sircar, Bhoma 71-72) 
Stichomythic, short and repetitive dialogues are frequently found in Bhoma. 
This is one of the techniques of the Third Theatre which is exhibited in the given 
dialogues; 
ONE.  Red blood is cold. 
TWO, FOUR, FIVE, SIX.  Has gone. . . . 
ONE.   Cold. . . . 
TWO, FOUR, FIVE, SIX.  Has gone. . . . 
ONE.   Cold. . . . 
TWO, FOUR, FIVE, SIX.  Has gone. . . . 
ONE.   Cold. . . . (52) 
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The play ends with a hungry and tired Bhoma, rising with his axe to cut the poisonous 
forests with heave ho sound which symbolises the strengthening of suppressed class 
in spite of all the disparities. 
 Thus, to sum up, it is appropriate to say that the play is equally successful both 
in the open-air performances of the villages and in the theatre hall performances in the 
cities. Highlighting the response of the audience Sircar says; “. . . after the first three 
performances of Bhoma in the villages, we hired a lecture hall which could 
accommodate about 100 spectators . . . The response was so great that by the second 
Sunday the remaining four shows were completely booked” (On Theatre 120). Sircar 
presents in Bhoma and through Bhomas not only the lovelessness and self-
centeredness of individuals but also the oppression of peasants, workers and villagers 
of India. Through this play, Sircar tries to motivate and inspire the weaker sections to 
strengthen their will to empower themselves so that they can stand up to face the 
challenges, break the vicious circle of exploitation and ignominy. In Sircar’s opinion, 
Bhoma should be their role model and the weaker sections should imitate him for his 
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Remembering the Colonial Past: A Postcolonial Study of Badal 
Sircar’s Indian History Made Easy 
The term postcolonialism is rooted in the history of imperialism which is 
regarded as a policy in which a country or a state aims to broaden its control forcibly 
beyond its own borders over other states and peoples but this control is not imposed 
only by military force but also by imposing the economic and cultural ideals (Habib 
737). Postcolonialism is also concerned with the proclamation of the underlying 
political structures of colonialism. In Robert Young’s words, “Postcolonial theory 
involves a political analysis of the cultural history of colonialism, and investigates its 
contemporary effects in western and tricontinental cultures, making connections 
between that past and the politics of the present” (6). Postcolonial literatures and 
criticisms took birth during and after the struggles of various countries in Africa, 
Asia, Latin America and other colonised places for independence from colonial rule. 
Bill Ashcroft, Gareth Griffiths, and Helen Tiffin describe the term in a broad sense 
which covers “. . . all the culture affected by the imperial process from the moment of 
colonisation to the present day” because of the “. . . continuity of preoccupations” 
between the colonial and post-colonial periods (The Empire Writes Back 2). 
Postcolonial discourse is associated with an extensive range of dialogues of 
colonising powers, which address the numerous forms of internal colonisation. The 
main concern of these dialogues is to challenge western philosophy, literature and 
ideology. Badal Sircar as a postcolonial playwright is also concerned with the analysis 
of the colonial rule in India and the political, cultural and economic ideals and 
policies adopted by the coloniser for the successful imposition of colonialism. In one 
of his plays Indian History Made Easy (IHME), originally written in Bengali with the 
name Sukhapathya Bharater Itihas which is the focus of attention in the present 
chapter, Badal Sircar as stated by Subhendu Sarkar in the Introduction of Two Plays “. 
. . lays bare one of the most crucial periods in the history of India-British colonialism” 
(xxxi). In Indian History Made Easy, Sircar reveals the oppression and the oppressive 
strategies implemented by the coloniser. Sircar used the form of classroom teaching 
which is an experimental theatrical technique adopted by him to convey his message 
to the common people in an easy and interesting way. Subhendu Sarkar further states 
that Badal Sircar also used some other “. . . dramatic and theatrical devices to make it 
both effective and memorable. Besides, it encompasses Sircar’s vision of progress 
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that can be achieved by the people’s movement” (xxxi). Thus, through his Third 
Theatre Sircar wanted to bring about revolutionary changes which would lead to 
progress, if common people became aware of the strategies used by the coloniser to 
supress and exploit them. In writing this play Sircar was influenced by “. . . Marx’s 
writings on India”, Marx’s criticism of capitalist economy and his theory of 
communism (xxxi). One of the major strands of postcolonialism is Marxist ethics 
which offers a good understanding of dominant currents in postcolonial philosophy as 
Robert Young states; 
Postcolonial critique incorporates the legacy of the syncretic traditions 
of Marxisms that developed outside the west in the course of anti-
colonial struggles, and subsequently in the development of the further 
forms of emancipation, of gender, ethnicity and class, necessary for 
liberation from bourgeois nationalism. (10) 
The other postcolonial traits which shall be analysed in this chapter are the hegemonic 
control exerted by the British rulers on the elite or the upper classes of India, anti-
colonialism, neo-colonialism and the play of knowledge and power as analysed by 
Edward Said and Michel Foucault. The play will also be analysed from the point of 
view of the use of Third Theatre techniques. The Third Theatre was set up by Sircar 
as a reaction against the British style proscenium theatre, as pointed out earlier. 
The play Indian History Made Easy was first performed in Bengali on 17 
December 1976 at the Calcutta Theosophical Society Hall by Sircar’s play group 
Satabdi. This play was translated into English by Subhendu Sarkar and published in a 
collection entitled Two Plays (2010). This play, it can be said, is based to quite an 
extent on Marx’s writings on Indian colonisation and the exploitative economic 
policies of the British as indicated by Marx in his two essays namely “British Rule in 
India” (1853) and “The Future Results of British Rule in India” (1853). Marx’s overt 
comments on colonial ideology especially his critique of capitalist exploitation and 
his call for revolt inspired several postcolonial thinkers and litterateurs. Karl Marx in 
various journals, essays, and letters and in his book Das Capital has discussed and 
criticised colonialism, the subjugation and economic exploitation of the 
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underprivileged class by the colonisers, among other things. It is clear that these 
writings of Marx moved Badal Sircar greatly and he wrote Indian History Made Easy 
that dramatises the exploitative rule of the British colonisers in India, as a result. 
In the play Indian History Made Easy, Badal Sircar has focused on British rule 
in India. He begins from the time when the British came to India during the Mughal 
period and got permission for business. In due course of time, the British acquired 
control of the entire economic and political systems of India and became the rulers. In 
Sircar’s view, as revealed in Indian History Made Easy, British colonial rule was the 
worst kind of rule in India. This play exhibits how the colonisation of India by the 
British is responsible for the social, financial and psychological damages and 
backwardness of Indian society both during and after the colonial period. But, as 
stated by Sircar in the play, the British were not the only conquerors of India. Before 
the advent of the British, India was conquered by other peoples from outside the 
Indian sub-continent such as, “Aryan. Sak. Hun. Pathan. Mogul” people (Sircar, 
IHME 5). But, these conquerors did not damage the social, political and economic 
frameworks of India the way in which the British coloniser did. Since it was during 
the Mughal period that the British traders were allowed to conduct business in India 
and this gave them a foothold which was eventually exploited by them to their benefit 
ultimately leading to the colonisation of India by them, Sircar calls the Mughal period 
“The dark period of Bharat’s history” in this play (4). If the Mughal emperor Jahangir 
would not have given the permission to the British traders to “do business” they may 
not have succeeded in colonising India (7). However Sircar also points out that the 
rule of the Mughals was beneficial for Indian villages, especially from the point of 
view of farming and cottage industries. During the Mughal period, points out Sircar, 
“The owner of the farming land is the village community-not the individual. The 
cottage industries thrive in the villages. Weaver, blacksmith, potter, carpenter, brazier, 
goldsmith, etc. Food and everything else for the village-produced in the village itself” 
(5). Millions of Indian villages were self-sufficient. The head of those villages was the 
king. The revenue which was the part of the harvest was collected on behalf of the 
emperor. Less revenue was collected if “. . . the harvest’s bad, more if it’s good. In 
return, they dig pond, canal, make roads, carry on maintenance” (5). For this fact, 
Sircar seems to be indebted to Marx’s writings on India in which he says that “. . . 
artificial irrigation by canals and waterworks [were] the basis of Oriental agriculture” 
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(Marx 13). Sircar further observes that Indian cottage industry was world famous and 
Indian cotton and silk clothes and metal works were exported to the entire world, 
especially to Europe. India was self-sufficient and “It was still Bharat” (Sircar, IHME 
7). But, in the seventeenth century, the British traders got the permission of business 
from the Mughal emperor Jahangir as said earlier. “The first Charter” was accepted by 
the Mughal emperor in 1600 and “the factory in Surat” was established in 1612 (8). 
The second factory at St. George, Madras in 1639 and the third factory was founded 
in Calcutta in 1696. In 1698, the East India Company brought a new Charter and 
received the permission “for monopoly business” in India (8). The British traders 
“Took clothes-cotton, silk, muslin, and benarasi. . . . Took iron, brass material. . . . 
Took what not!” (8). In return they gave “. . . silver worth 30,000 sterling pound-s to 
India every year” (10). During the Governor General ship of Robert Clive, after the 
battle of Plassey in 1757, the Dewani of Bengal, Bihar and Orrisa came under the 
possession of the British East India Company. After this, as described in the play 
Indian History Made Easy, since the Nawab had become a puppet in the hands of the 
company, the British East India Company was able to buy anything from Indian 
markets at a very low price and sell their own goods in India at a price that was 
exorbitant. In the play, Robert Clive informs Mother Britannia, “There’s no need to 
worry now. Silver’s needed no more. Got dewani of Bengal, Bihar, and Orissa. The 
Nawab’s puppet in our hands. What we’ll buy-we’ll buy for a penny. But sell at a 
price that’s four times” (11). They imposed unbearable taxes on the Indians 
30 September 1765. Respected Directors. It is expected that your 
company will be able to extract revenue worth two and half crore of 
sicca rupees this year on account of the dewani of Bengal, Bihar and 
Orissa. Later it will increase by twenty to thirty lakh in a year. . . . 
Therefore there is a net profit of one crore twenty-two lakh of sicca 
rupees or sixteen lakh fifty thousand nine hundred sterling pound-s. 
Your, Robert Clive. (12) 
The banks of Britain swelled with the revenue collected from India and factories were 
set up in India as well as in Britain with the money available in these banks. Due to 
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the establishment of factories inventions such as the “steam engine” by James Watt, 
the “spinning jenny” by Hargreaves and the “power loom” by Arkwright were utilised 
(15). As stated by Sircar in the play, these inventions were not new, “Earlier too there 
had been inventions here. But they were of no use. . . . There wasn’t any capital, . . . 
How could the factories be set up without capital? If the factories aren’t set up, how 
can the inventions be used?” (15). After extracting money from India, factories were 
established in India and these factories and discoveries conjoined in looting the wealth 
of India. India’s cottage industries were also adversely affected by these factories. 
Hence Britain prospered at the cost of India and Indians. Marx in his essay “The 
British Rule in India” also observes that while restructuring their economy and 
achieving maximum profit the British have crossed all the limits of humanity and 
inflicted extreme misery, poverty and tortures on the natives of India. He writes,  
England has broken down the entire framework of Indian society, 
without any symptoms of reconstitution yet appearing. This loss of his 
old world, with no gain of a new one, imparts a particular kind of 
melancholy to the present misery of the Hindoo and separates 
Hindostan, ruled by Britain, from all its ancient traditions, and from the 
whole of its past history. (Marx 12) 
Marx further adds, “British steam and science uprooted, over the whole surface of 
Hindostan, the union between agriculture and manufacturing industry” (14). The play 
Indian History Made Easy makes it clear that from 1766 to 1768 materials worth six 
lakh twenty-six thousand three hundred and seventy-five pounds came from Britain to 
India and the materials worth sixty-three lakh eleven thousand two hundred and fifty 
pounds were exported to Britain which was “Ten times” more than the materials 
imported to India (Sircar, IHME 17). The amount of revenue earned from the land 
increased by leaps and bounds. In the year 1764 which was “The last year of Bengal’s 
last Nawab’s rule. Total revenue earned from land [was] eight lakh seventeen 
thousand pound-s” (19). In 1793, it increased to “Thirty-four lakh pound-s” (22). Due 
to rigorous taxation and the British government’s negligent attitude towards farming 
there was a famine in 1770 in which “. . . one-third of Bengal’s population has died” 
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(20). This fact has been highlighted in Marx’s essay “The British Rule in India” in 
which he says, “. . . the population of Dacca decreased from 150,000 inhabitants to 
20,000” (14).  One-third of the farming land has turned into forest. In spite of the 
famine, the British did not give any relaxation to the farmers and continued to collect 
revenue at the same rate. The upper limit of revenue was fixed by another policy 
meant for exploitation namely the Permanent Settlement implemented by the 
Governor-general Lord Cornwallis. The British looted India in the same manner in 
which vultures devour dead bodies, “The TEACHERS turn into vultures. Cry ‘Tcha. 
Tcha’. They peck at the nearly-dead bodies of MA and the STUDENTS” (Sircar, 
IHME 20). Here the teachers symbolise the British coloniser. Ma represents India, 
while the students represent the poor peasants of India.  
During the second period of British colonisation, according to the play Indian 
History Made Easy “The money looted from India turns into Britain’s initial capital. 
The industrial revolution is made possible” (23). Factories were established in 
England to produce commodities. England, now, needed markets to sell her goods. 
This is the reason why seventy to eighty per cent tax was imposed on the clothes 
exported from India to England so that the import from India could be prohibited and 
the products of the British factories could be sold in Britain’s domestic markets. This 
is evident from the Master’s statement in the play Indian History Made Easy who 
complains to Britannia, “You’ve ruined my business to provide him with the market, 
mom. You’ve imposed seventy-eighty per cent tax on the silk and cotton clothes I 
sent from India so that your younger child could sell the products of his factories in 
the domestic market” (23). The unbearable taxes imposed on goods from India paved 
the way for the destruction of cottage industries and impoverished the Indian weavers, 
blacksmiths and goldsmiths. Deprived of work the unemployed artisans moved to the 
villages in groups and became peasants. But in the village the zamindar was made the 
“. . . owner of the land” by the British East India Company whereas earlier the land 
was owned by the village community (27). Now it was the zamindar who gave “. . . 
the right to cultivate land” and collected “. . . revenue from the peasants” (27). He 
kept “. . . 2.5 per cent for himself” and gave the rest to the British East India Company 
(28). Revenue was “. . . fixed according to the quantity of land” by the British (27). In 
the play, Mother Britannia who stands for the queen of Britain is informed by the 
Master who represents Lord Cornwallis: “I’ve fixed revenue by Permanent 
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Settlement” (27). So even if there was a bad harvest revenue would remain constant 
and no mercy was shown to the cultivators. Indian History Made Easy also provides 
the information that there were thirty-one famines in 125 years from the year 1776 to 
1900, claiming the life of at least thirty million Indians because “All the canals and 
ponds are silted up. No one pays attention. They extracted only revenue. Revenue. 
Revenue. And my son dies. Dies. Dies” (32). This serves as a contrast to Mughal 
times when canals and ponds were well looked after by the government of the day 
who “. . . dig pond, canal, make roads, carry on maintenance” (5). On the other hand, 
after the destruction of Indian cottage industries and the industrial revolution in 
England, factory–made things were in great demand in India. People did not want to 
buy Indian goods, because they considered them inferior and goods made in England 
were considered superior by the Indians because of their novelty. The Master in the 
play informs Mother Britannia, “Factory-made thread, cotton clothes-they can’t get 
here. Iron and aluminium goods, woollen garments-everything’s selling like hot 
cakes. Almost everything that was produced here is about to go out of circulation. 
People want foreign goods” (27). Thus, as a result, as shown in the play, during this 
second period the “. . . industry-agriculture combined rich self-sufficient village 
community-ruined” (26).  
 In the third period of British colonialism in India, as highlighted by Sircar in 
this play Indian History Made Easy, “Industrial Capital” was changed to “Finance 
Capital” (31). After the industrial revolution, Britain tried to monopolise Indian 
markets and the markets of other colonies. The Sepoy Mutiny of 1857 ended the rule 
of the East India Company and India came under the direct “. . . rule of Britain’s 
Queen” (32). Soon the available Indian, American and African markets became 
saturated with British goods. As a result, England needed more markets. The British 
made great efforts to sell their commodities and to buy raw materials so that they may 
earn more profit. They tried to approach the villages and faraway places and to carry 
raw materials from those places, roads and railway tracks were made, 
MASTER: Need a bigger market! 
TEACHER 1: Market’s saturated. 
TEACHER 2: Sharing ended. 
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TEACHER 3: The world’s ended. 
MASTER: (roars): Need market! 
TEACHERS: There’s no market. 
BRITANNIA: What’ll happen to my fat sons? What’ll happen to their 
goods, their accumulated capital? 
MASTER: India! Go to the villages. The mountains, forests, and 
deserts. Go wherever men hide. Sell them commodities. Buy raw 
materials. 
TEACHERS: There aren’t any roads. 
MASTER: Make roads. Lay railway tracks. (33) 
In Sircar’s opinion, Britain’s strategy to monopolise the markets for more profit was 
the biggest reason of the First World War as stated clearly in the play: 
BRITANNIA: More profit! More capital! More in bulk! Where do I go 
now? 
(The TEACHERS being fatter, search everywhere.) 
MASTER: Where are we to go? Where are we to go? Where are we to 
go? 
BRITANNIA: What’s up? What’s up? 
BRITANNIA: The rowdy sons of other countries. Fatter sons. They’re 
coming to beat up my sons! 
TEACHERS (as if to strike): We need market! Need market! Need 
Market! 
MASTER: War! . . . 1914, 1915, 1916, 1917. (36)  
During and after the World War I, anti-colonial sentiments had emerged in 
India and people demanded independence. In August 1917 the British liberal 
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politician Edwin Montagu announced that the objective of British rule in India would 
be the “. . . ‘gradual development of selfgoverning institutions with a view to the 
progressive realization of responsible government in India as an integral part of the 
British Empire’” (Metcalf and Metcalf 167). The educated people of India were 
involved by the British in this government. Montagu called these educated people “. . 
. ‘intellectually our children’, who had ‘imbibed ideas which we ourselves have set 
before them’” (168). “Babu-s” or clerks, “brokers”, “zamidars and moneylenders”, 
who were English in taste but Indian in blood and colour, were patronized by the 
British (Sircar, IHME 37). The year 1919 brought “. . . the repressive Rowlatt bills 
and the catastrophe of the Amritsar massacre” (Metcalf and Metcalf 167). Due to 
these selfish and repressive policies, anti-colonial sentiments heightened in India and 
self-rule was demanded by the people. Mahatma Gandhi and other nationalist leaders 
began non-violent and violent movements against the British Raj. Gandhian 
movements opposed British rule using non-violent methods like non-cooperation, 
civil disobedience and economic resistance. On the other hand, as said earlier, in order 
to retain control over the Indian population Britain promoted the classes of the Babu-s 
or clerks, some zamindars and educated people as well as moneylenders who served 
the interests of the British during the British rule and even after the British Empire in 
India came to an end.  
In Sircar’s opinion, Britain’s greed for more profit and Russia’s protest against 
capitalism gave rise to the Second World War as is clear from the following 
conversation of the play Indian History Made Easy: 
MASTER: Spain! Germany! Italy! Japan! 
BRITANNIA: What a dangerous look!  
MASTER: Those’re wolves! Those’re hounds! 
(Violent roaring.) 
BRITANNIA: Why’re they roaring in that manner? 
MASTER: They’ll go hunt the bear. The world’s most dangerous 
animal—the Russian bear. 
BRITANNIA: What has the Russian bear done? 
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MASTER: Killed capital! 
BRITANNIA: But the wolves are advancing in all directions! Look! 
They’re heading towards us too! 
MASTER: Don’t be afraid. We’ve to tackle them artfully. They’ll kill 
the bear but they’ll suffer wounds too. Then we’ll kill them. 
TEACHERS: The World War. 
MASTER: 1939. . . 1940. . . 1941. . . 1942. . . 1943. . . 1944. . . 1945. 
(41-2) 
 During the Second World War, the call to quit India gathered pace. The Second 
World War weakened British and it liberated India in 1947. Though India became free 
but this occupation left imperishable marks on Indian society, politics and economy. 
Britain divided India into “Hindustan” and “Pakistan” (45). There was a deal between 
the Babu-s and the British administration that independence will be given to India but 
the Babu-s would keep the ‘capital’ alive according to Badal Sircar’s play Indian 
History Made Easy, “‘You’ take independence. Keep capital alive” (45). Though 
India became independent but the underprivileged people continued to suffer due to 
resources being inaccessible to them. Mother India says, “My son’s dying. Famine. 
Riot” (47). Sircar is of the opinion that independent India is still struggling from some 
of the same drawbacks from which it did during British rule. The following 
conversation from the play suggests that a lot of people in India are living in 
miserable conditions even after the liberation of the country: 
MA (whispers): My son’s dying. 
. . . 
Son’s dying! Son’s dying! (Cries) Son’s dying! 
STUDENTS: (Lifeless tone): Who’s killing him? 
MA: Capital! 
STUDENTS (murmur): Capital? Capital. Capital. (47-8) 
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Sircar ends the play on the note that though India has become independent and signs 
of prosperity and progress can be seen in every walk of life, yet inequality, violence 







Food. Give us food. (47) 
In Sircar’s opinion, the only visible thing after independence is inequality on the one 
hand and greed for “Job. Money. Fame. Power. Commodity”, on the other hand (50).  
Sircar while writing Indian History Made Easy depended to an extent on facts 
and figures found in Karl Marx’s writings. But it is also evident that, as mentioned by 
Robert Young in his book Postcolonialism: An Historical Introduction, in spite of 
denouncing capitalism, Karl Marx never directly talked about or criticised 
colonialism. In his and Friedrich Engels’ opinion, colonial expansion was used by 
colonisers only to develop their capital. The global expansion of European empire 
. . . functions as an integral part, even the engine, of the dynamics of 
the new economic system: colonial expansion provides the key to the 
development of capitalism through the increase in markets, which in 
turn works as a revolutionary force against the old structures of 
feudalism. (Young 102) 
There was a greater need for trade because the growth of capitalism needed markets, 
raw materials, and investment and it was colonial expansion which supported the 
bourgeoisie and helped them to hoard enough capital. This accumulation of capital by 
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the bourgeoisie divided society into upper and lower class and promoted the 
exploitation of the lower class. This is the reason why Sircar denounces capitalism 
and highlights the evil designs of the colonisers in the play Indian History Made Easy 
while describing the third period of British colonialism in India. After the first war of 
Independence in 1857, which the British referred to as the Sepoy Mutiny of 1857, the 
rule of India came directly into the hands of Britain’s Queen. Serving the interests of 
her country the Queen in this play supports capitalism and ordered her ‘sons’ to 
increase factories, workers, commodities, banks so that the capital could increase. In 
the absence of markets, she ordered her sons, “Go to the villages. The mountains, 
forests, and deserts. Go wherever men hide. Sell them commodities. Buy raw 
materials. . . . Make roads. Lay railway tracks” (Sircar, IHME 33). Thus, every effort 
had been made to produce capital and commodity. Another significant argument 
advanced by Marx is that  
. . . the transfer of capitalist economies outside Europe will actually 
have the effect of preventing the socialist revolution in Europe, since in 
global terms the bourgeois revolution is still in the process of 
occurring. Marx saw the globalization of the world economy, with its 
attendant phases of colonialism and imperialism, as a means through 
which the bourgeoisie could avoid socialist revolution at home. 
(Young 105) 
This prevention of socialist revolution in Britain was very beneficial for the 
bourgeoisie, because it gave them more opportunities to exploit the poor and to 
accumulate capital. But this caused exploitation and damaged Indian social and 
economic systems immensely as is revealed in the play: 
TEACHER 1: Due to taxation Indian goods stop selling in Britain. 
TEACHER 2: Under the cover of taxation Britain’s factories improve. 
TEACHER 3: Competing with factory-made British goods, Indian 
cottage industries finished!  
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. . .  
TEACHER 1: Millions of efficient Indian artisans are unemployed! . . .  
TEACHER 1: The industry-agriculture combined rich self-sufficient 
village community-ruined! (Sircar, IHME 25-6). 
The Indian cottage industry was ruined, leading to unemployment. The self-
sufficiency of the Indian rural society was destroyed, making the village community 
poor. In Marx’s opinion, the intense misery inflicted by the British on India is the 
result of their “. . . breaking down ‘the entire framework of Indian society’ through 
the introduction of industrial competition and free trade” (Young 108). While in pre-
industrial or cottage-industry system of production, the home and the working place 
were the same. The producer did the entire production process in all its variety, and 
sold the manufactured goods to the buyer, directly. But in the modern industries the 
workers are forced to perform fragmented repetitive tasks which led to a feeling of 
alienation. In Marx’s view, because of the repetitive tasks the workers underwent the 
process of ‘reification’ or objectification. This means that when capitalist aspirations 
of profit and loss are of supreme importance, workers are deprived of their full 
humanity and are thought of and even referred to as “hands” or “the labour force” so 
that “. . . the effects of industrial closures are calculated in purely economic terms” 
and people are considered as things (Barry 151). The modern industrial capitalism and 
‘reification’ of human beings are introduced by the colonisers in the colonised lands. 
This adversely affects the people of these lands. Sircar focuses on this in the play 
Indian History Made Easy; “Millions of efficient Indian artisans are unemployed!”, 
“The population of Dhaka goes down from two hundred thousand to thirty thousand!” 
and “The unemployed artisans move to the villages in groups. They have become 
peasants” (Sircar, IHME 26). Thus, Marxist analysis of modern colonialism is that it 
was established alongside capitalism by Europe which did not give the working class 
the status of human beings but took them to be tools necessary for producing capital. 
In this connection Ania Loomba opines, 
Modern colonialism did more than extract tribute, goods and wealth 
from the countries that it conquered—it restructured the economies of 
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the latter, drawing them into a complex relationship with their own, so 
that there was a flow of human and natural resources between 
colonised and colonial countries. (9) 
The result of this flow is that the colonising or mother country is always in an 
advantageous and profitable position. All the techniques and patterns of domination 
adopted by European colonialism were to generate “. . . the economic imbalance that 
was necessary for the growth of European capitalism and industry” (9-10). Thus, it is 
clear that colonialism was only a tool for the production and increase of European 
capital and to satisfy this greed Britain made great efforts to colonise peoples 
wherever the opportunity occurred. It made railway tracks, roads and tunnels in the 
occupied colonies so that they would provide access to every nook and corner of the 
colonised countries and it would become possible to extract raw materials for the 
factories in England. 
 Hegemony is also an important element of postcolonial studies and clearly 
visible in the play Indian History Made Easy. Hegemony is, 
. . . initially a term referring to the dominance of one state within a 
confederation, is now generally understood to mean domination by 
consent. This broader meaning was coined and popularized in the 
1930s by Italian Marxist Antonio Gramsci, who investigated why the 
ruling class was so successful in promoting its own interests in society. 
Fundamentally, hegemony is the power of the ruling class to convince 
other classes that their interests are the interests of all. Domination is 
thus exerted not by force, nor even necessarily by active persuasion, 
but by a more subtle and inclusive power over the economy, and over 
state apparatuses such as education and the media, by which the ruling 
class’s interest is presented as the common interest and thus comes to 
be taken for granted. . . . Hegemony is important because the capacity 
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to influence the thought of the colonized is by far the most sustained 
and potent operation of imperial power in colonized regions. (Ashcroft, 
Griffiths, and Tiffin, Post-Colonial Studies 116) 
In Gramsci’s opinion, the term hegemony itself has two faces. Firstly, “. . . it is 
contrasted with “domination” (and as such bound up with the opposition State/Civil 
Society)” (Gramsci 20). Secondly, hegemony is  
. . . sometimes used as an opposite of “corporate” or “economic-
corporate” to designate an historical phase in which a given group 
moves beyond a position of corporate existence and defence of its 
economic position and aspires to a position of leadership in the 
political and social arena. (20)  
Hegemony gives political and economic power to the ruling class to subjugate other 
classes. It is used by the ruling class to convince the working masses that the interests 
of the powerful groups are the interests of all. Thus, domination is neither exercised 
by power nor by active persuasion. It works by an intelligent and broad command 
over economy, education and media so that the dominant classes can make the 
subordinate classes believe that the interests of dominant groups are common to all. 
Hegemony as a theme is present in Sircar’s play Indian History Made Easy. This play 
highlights that the British colonisers established factories in the big cities of India and 
introduced “steam engine”, “spinning jenny” and “power loom” apparently for the 
sake of India’s development, but all these efforts were for their own profit (Sircar, 
IHME 15). Indian cottage industries were destroyed as a result of the establishment of 
foreign factories in India, as discussed earlier. After looting enough money from India 
by imposing taxes on Indian goods and agricultural products, factories were set up in 
Britain as well. Efforts were started to sell goods of these British factories in India. 
Indian markets were flooded with these factory-made products. The cottage industries 
of India on the one hand were unable to compete with these products while on the 
other hand the skilful weavers, blacksmiths and goldsmiths of India who worked in 
these cottage industries, were now made to believe that India is an agricultural 
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country and they will succeed in earning their livelihood by practicing agriculture. On 
being questioned about the Indian workers Mother Britannia in Indian History Made 
Easy replies, “They’ll work in the fields. India is an agricultural country. This is 
history. . . . From today onwards. With time, the Indians will believe it too. My sonny 
will make them believe. My son, my child, my lululululu!” (24). Hence, it is evident 
that the colonisers convinced the native working masses to work in the fields. The 
colonisers intelligently hegemonised the working class for their personal gain without 
using power but by controlling the economy. The term hegemony is also 
. . . useful for describing the success of imperial power over a 
colonized people who may far outnumber any occupying military 
force, but whose desire for self-determination has been suppressed by a 
hegemonic notion of the greater good, often couched in terms of social 
order, stability and advancement, all of which are defined by the 
colonizing power. (Ashcroft, Griffiths, and Tiffin, Post-Colonial 
Studies 116) 
The colonisers influenced the thought of the colonised through hegemony. The ruling 
class attains the consent of the colonised “. . . by the interpellation of the colonized 
subject by imperial discourse so that Euro-centric values, assumptions, beliefs and 
attitudes . . .” accept to be superior (117).  Interpellation is the process through which 
the colonised subject accepts its marginality and the centrality and superiority of the 
coloniser. Ania Loomba while explaining Gramsci’s notion of hegemony opines that 
it is a power which is achieved through a combination of compulsion and consent. 
Discussing this further she says that, “Playing upon Machiavelli’s suggestion that 
power can be achieved through both force and fraud, Gramsci argued that the ruling 
classes achieve domination not by force or coercion alone, but also by creating 
subjects who ‘willingly’ submit to being ruled” (Loomba 30). Colonial regimes had 
gained the consensus of some native-elite groups, while excluding others. But this 
consensus involved some profit of the colonised peoples as well. In hegemony, the 
ideas and practices of dominated people were incorporated and transformed into the 
practices of the oppressors as is clear from this, “Hegemony is achieved . . . by 
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playing upon . . . what Raymond Williams calls their ‘lived system of meanings and 
values’” (30). Such transformation is seen as central to colonial rule and can easily be 
traced in the play. The British were the biggest importers of Indian goods till the 
sixteenth century, but they were not satisfied with doing business with Mughal 
emperors. Their main aim was to facilitate the industrial revolution in England and 
established factories for which they needed capital. Badal Sircar in his On Theatre 
throws light on it,  
In the first phase of colonial exploitation, the products of the highly 
developed cottage industries of India were purchased at unfair rates by 
the East India Company and paid for by the money collected by taxing 
the Indian people; and cities like Calcutta, Bombay, Madras were 
created to serve as centres for collecting and exporting such products 
to Europe. The capital accumulated through such exploitation enabled 
Britain to complete her Industrial Revolution. Then, of course, it was 
not in the interest of Britain to import Indian products but, rather, to 
sell her own industrial products in India. Hence, firstly, the Indian 
cottage industries that tended to compete with the British industries 
were systematically destroyed and, secondly, India was converted into 
a backward agricultural country to serve as a gigantic market for 
British industrial goods on the one hand, and to supply raw material to 
the British industries on the other. (87) 
The colonisers who had earlier taken the permission for business from the Mughal 
emperors of India by convincing them that India would be benefitted by this trade 
between them, later with the passage of time, due to the weakening of the Mughal 
emperors as well as other rulers exploited the Indians and accumulated wealth at their 
expense. This is well documented in the play Indian History Made Easy. Robert 
Clive’s speech in the play is a good example of this; 
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Government and military expenditures shall not exceed sixty lakh by 
any means. Allowance for the Nawab has already been reduced to 
forty-two lakh. The Mogul emperor’s allowance is twenty-six lakh. 
Therefore there is a net profit of one crore twenty-two lakh of sicca 
rupees or sixteen lakh fifty thousand nine hundred sterling pound-s. 
(Sircar, IHME 12) 
The act of hegemonising was of great benefit for them. Thus, after looting the Indians 
they founded factories in England and exported their goods to India. To sell their 
products, they instilled in the mind of the Indian population that it will be beneficial 
for them to buy factory-made goods because they are superior. Their novelty also 
affected to the Indians and soon factory-made products were in great demand in India. 
Indians believed that, “Factory-made thread, cotton clothes-they can’t get here” (27). 
Iron, aluminium goods, and woollen garments were in great demand in Indian markets 
and Indian products were “. . . out of circulation. People want foreign goods. They say 
Indian goods are inferior” (27). Thus, by hegemonising, the British ruled over India 
for three hundred years with their partial consent.  
In the play Indian History Made Easy, the demand for independence and for 
leaving India is also presented. The British left India but they harmed the country 
broadly speaking in two ways. Firstly, by dividing the country on religious grounds 
and secondly, by establishing factories and industries so that they could cash on the 
Indian markets even after leaving the country. According to the play Indian History 
Made Easy the coloniser gave up the political control of the country on the condition 
that the economic control would remain in their hands. After the end of the Second 
World War, when the exploitation of Indians had become unbearable and the Quit 
India movement got pace, the British were ready to leave India. But they were 
worried about the investment of their capital and their profit. Before leaving India, 
they prepared the ground for the security of their capital so that there could be no 
hindrance in making profits and they would also be supplied raw materials from their 
ex-colony. The following conversation from the play well illustrates this: 
MASTER: I’ll grant you independence. But what about capital? 
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TEACHERS: Our capital’s accumulating. We’ll invest. 
. . .  
BRITANNIA: From where did they get capital? 
MASTER: By being brokers in selling our goods. By being brokers in 
supplying raw materials. By being zamidars and moneylenders. 
BRITANNIA: So will they set up factories? 
MASTER: They’ve already set up a few. Will set up a few. (IHME 37-
8) 
The economic control of the ex-colonised country in the hands of ex-colonising power 
even after independence falls in the category of neo-colonialism. Neo-colonialism is 
an important element of postcolonial studies introduced in 1961 by Kwame Nkrumah. 
Neo-colonialism designates “. . . a continuing economic hegemony that means that the 
postcolonial state remains in a situation of dependence on its former masters, and that 
the former masters continue to act in a colonialist manner towards formerly colonised 
states” (Young 45). In Nkrumah’s opinion, independence is a deceptive phenomenon 
and it gives only political possession and not economic control of the country into the 
hands of the natives. This view is applicable to the situation presented by Sircar in the 
play Indian History Made Easy. After making all the arrangements for economic gain 
the colonizers left India on 15 August 1947. India got political independence, but the 
financial matters remained in Britain’s hands, 
MASTER: I’ll grant you independence. But what about capital? 
TEACHERS: Our capital’s accumulating. We’ll invest. (Sircar, IHME 
37) 
 The post-independence condition of a country is well described by Henry L. Bretton 
in his book The Rise and Fall of Kwame Nkrumah: A Study of Personal Rule in Africa 
when he says,  
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Not only were export and import trade, banking, insurance, 
transportation, and communications essentially in expatriate (i.e. 
mainly British) hands, but the country’s major source of foreign 
exchange . . . was securely tied up in a maze of international financing, 
marketing and processing arrangements. (qtd. in Young 45)  
After achieving independence, the formerly colonised countries attained political 
control but they remained subject to the world’s powerful countries that were the 
former imperial powers. Sometimes, neo-colonialism is understood to be another 
name of modern imperialism. According to Oxford English Dictionary, as mentioned 
by Loomba in Colonialism/Postcolonialism, imperialism is the “. . . rule of an 
emperor, especially when despotic or arbitrary; the principal or spirit of empire; 
advocacy of what are held to be imperial interests” (10). So, imperialism in its general 
sense is the domination of one nation over one or several other nations by the military 
extension of its territories for economic, strategic and political benefits. In this way, 
imperialism is different from colonialism in which the people of colonising nations 
live in a distant country. Imperialism got a new meaning when Lenin, Kautsky and 
other writers linked it to a specific stage of the development of capitalism as indicated 
by Loomba. Lenin, in his Imperialism: The Highest Stage of Capitalism (1947) 
explains that “. . . the growth of ‘finance-capitalism’ and industry in the Western 
countries had created ‘an enormous superabundance of capital’” (Loomba 10). But 
these Western countries cannot invest the capital in their own country due to a 
shortage of labour power. They invest their capital in the under-developed non-
industrialised countries where labour power is in abundance. So, in this way they 
subordinate these countries to maintain their growth. For this kind of subordination of 
poor countries direct colonial rule is not needed because these non-industrialised 
countries are economically and socially dependent on the European industries and 
goods. Thus, modern imperialism is well defined as neo-colonialism. There is another 
aspect of this neo-colonialism or modern imperialism. The ruling and privileged 
classes of the earlier colonised country become puppets of previous colonising powers 
who act in accordance “. . . with the needs of international capital for its own benefit” 
(Young 46). The colonisers leave the colonised countries on the condition that these 
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puppets will retain the economic control of the coloniser after their departure. The 
“brokers”, “zamidars” and “moneylenders” mentioned by Sircar in the play Indian 
History Made Easy belong to the class of the privileged who serve the neo-colonial 
interests of the ex-colonising power (Sircar IHME 37). Thus, it is clear that national 
sovereignty is in reality a fiction, and “. . . the system of apparently autonomous 
nation-states is in fact the means through which international capital exercises 
imperialist control” (Young 46). The main claim of Nkrumah’s book Neocolonialism: 
The Last Stage of Imperialism (1965) is that neo-colonialism is another method of 
traditional colonial rule. It is a deception that powerful countries invest their wealth in 
the poor nations for development; instead it is an unequal and unbalanced system of 
exchange. Nkrumah says, “The result of neo-colonialism is that foreign capital is used 
for the exploitation rather than for the development of the less developed parts of the 
world” (qtd. in Young 47). Investment of wealth in the less developed parts increases 
the gulf between the rich and the poor countries of the world as well as between the 
rich and the poor people of a country. In the play Indian History Made Easy the 
unequal distribution of money is easily visible in which the rich become richer and the 
poor become poorer. The benefits of the economic policies reach only to the selective 
resourceful people of the country who can avail all luxuries as mentioned in the play; 
“cutlet at a hotel once or twice”, “private tutor for the children”, “a test match ticket 
and a seat in the theatre” (Sircar, IHME 39), “air condition-er, fridge and a car”, 
“English medium school”, “golf, billiard-s at the club and night club at hotel” (40). 
Thus the elite-bourgeois class of society elevate their standards with time, whereas the 
condition of the underprivileged class deteriorates. The toiling underprivileged masses 
are neglected and often unable to get even enough to eat in spite of the large amount 
of wealth invested in the country. Thus, the gulf between the rich and the poor 
increases and the people remain dominated by their ex-colonisers, indirectly. 
Edward Said’s theory of Orientalism is very useful in comprehending the 
manipulations and tricks played by the British rulers on the colonised Indians and this 
is another theme of Indian History Made Easy. This theory of Orientalism is based on 
the Michel Foucault’s notion of discourse and the production and dissemination of 
power and knowledge. Said in his book Orientalism (1978) highlights how Western 
scholars perceive and construct the Orient and use this to dominate. In Said’s view, 
Orientalism covers three inter-related areas of study. First, Orientalism is the 
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academic study of the Orient; second, it is the study of the ontological and 
epistemological differences between the Orient and the Occident; and third is the “. . . 
western style for dominating, restructuring and having authority over the Orient” 
(Said 3). In this last sense Orientalism is a discourse which with the help of a wide-
range of texts, images and preconceptions serves to designate the Eastern other as “. . 
. a sort of surrogate and even underground self” (3). Michel Foucault’s works and 
philosophies on power and knowledge have proved to be very useful for postcolonial 
thinkers and writers such as for Edward Said. Foucault in his The Archaeology of 
Knowledge (1972) portrays a well-developed theory of the connection between the 
production and distribution of knowledge, and the function and growth of power 
structure. He 
. . . establishes a full-blown theory of the intersection between the 
production and dissemination of knowledge on the one hand, and the 
operation and expansion of power structure on the other. Foucault’s 
philosophy invents a unique mode of analysis which he terms 
“archaeology”, and which retains as its goal the exploration of how 
knowledge operates as a part of a system or network propped up by 
social and political structures of power. (Hiddleston 76) 
By saying this Foucault posits that the production of knowledge in itself is a political 
process developed by powerful persons and if people do not act in accordance with 
the norms of the dominant discourse it can be used to marginalise and oppress them. 
This production and distribution of knowledge, among other things, serves as a tool to 
understand the cultural encounter between the British and the South Asians and is 
identified as a crucial element in the function of colonial institutions, and is seen as a 
fundamental feature of the colonial political economy. In the course of the play India 
History Made Easy it is evident that the British rulers were very strategic and clever 
and had political and military power to execute their programmes. Wherever they 
established their colonies, in due course, they found out all the shortcomings, 
weaknesses, benefits and strengths of the occupied lands. They knew that India was 
rich in the production of cotton, silk, muslin, Banarasi clothes, iron and brass material. 
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All these items were of use to them and they took permission for business from the 
rulers of India at that particular time, as is evident by the following example from the 
play Indian History Made Easy: 
MASTER: Permission from the Mogul emperor to do business. 
Charter. British businessmen. The First Charter? 
TEACHERS: 1600. The factory in Surat?  
STUDENTS: 1612.  
TEACHERS: The factory at Fort St. George, Madras? 
STUDENTS: 1639. 
. . .  
TEACHERS: The factory in Calcutta? 
STUDENTS: 1696. 
TEACHERS: The New Charter of the East India Company-permission 
for monopoly business? 
STUDENTS: 1698. (Sircar 8) 
With the passage of time when India became politically unstable they quenched to 
seize the opportunity. Eventually, the coloniser controlled both Indian politics and 
economy. They exploited the weak Nawab Shah Alam and obtained the Dewani or 
finance office of Bengal, Bihar, and Orrisa so that they could buy and sell things 
arbitrarily. Nawab Shah Alam realised that he needed the British East India Company 
in order to retain his throne. Thus, the play makes it clear that the British were well-
versed in the political knowledge of their colonies which helped them to rule India for 
three hundred years.  
 In one of his lectures “The Order of Discourse” (1970), Foucault describes 
discourse as a field of social knowledge and a system of statements through which 
one can know the world. The world is brought into existence by discourse and it is 
this discourse which gives knowledge and understanding about mankind. People can 
only know and understand about themselves, their relationship and their place in the 
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world by means of discourse. Discourse is an object of desire and it is “. . . not simply 
that which translates struggles or systems of domination, but is the thing for which 
and by which there is struggle, discourse is the power” (Foucault 52-3). Discourse, in 
its most powerful appearance, is the cause of struggle. It is this discourse that adheres 
power and knowledge in a way that the people “. . . who have power have control of 
what is known and the way it is known, and those who have such knowledge have 
power over those who do not” (Ashcroft, Griffiths, and Tiffin, Post-Colonial Studies 
72). In this way, the relationship between the coloniser and the colonised is grounded 
on the connection between power and knowledge expanded by Said as the basis of his 
Orientalist discussion. In his view, this Orientalist discourse is a way of representing 
the Orient with a number of prejudices and biases which strengthen the position of the 
West as the site of power. He develops the notion that Orientalist discourse which 
provides knowledge about Oriental culture to the West enables them to subjugate and 
marginalise the people of the East. Thus, Orientalist discourse is a valuable emblem 
of the power employed by the West over the Orient. This element is clearly seen in 
the play. When the colonisers came to India and established East India Company they 
were only merchants. They had little knowledge about the local agriculture in the 
early formative years of the East India Company. They tried to implement the British 
principles of laissez faire and laissez aller on Indian farming and started to take 
unbearable taxes and revenues from the farmers. An excerpt from the play Indian 
History Made Easy will illustrate this point: 
MASTER: The last year of Bengal’s last Nawab’s rule. Total revenue 
earned from the land-eight lakh seventeen thousand pound-s. Next 
year? The first year of the Company’s rule? 
TEACHERS: Fourteen lakh seventy thousand. (Sircar 19) 
But the imposition of taxes and problems arising due to this affected the agricultural 
produce. In order to make more profit the Company “. . . set out to inform itself about 
the character and value of landed property, expressly so as to command the natives 
who worked on it” (Hiddleston 71). They achieved the knowledge of Indian history, 
politics and administration from the Eastern literature and history by their 
historiographical methods to derive more benefit “. . . in order to impose their own 
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administrative system more effectively” (71). In turn, they began to spread English 
education in order to consolidate and extend their power because the British were few 
in number and they needed more people who were Indians in colour, but English in 
taste and could help them in administration. Master, a character in the play Indian 
History Made Easy who represents the British ruler says, “We had to construct 
railroads to look for the market and to bring raw materials. After consigning capital 
we’d to set up factories to make use of cheap labourers. Had to educate a few to work 
as clerks” (Sircar 38). The endeavour to impart English education to the Indians was 
an act of domination in order to take maximum benefit from them. Ranajit Guha’s 
statement in his Dominance Without Hegemony also supports the view that education 
“. . . was designed to harness the native mind to the new state apparatus as a cheap but 
indispensable carrier of its administrative burden” (167). The British made efforts to 
convince the Indians that their native tongue is inferior while ironically they 
themselves acquired the knowledge of the languages of the East such as Sanskrit and 
Persian in order to control the Indians better. The British made efforts to convince the 
Indians that if they would imbibe Western culture and master the English language 
their job prospects would improve since Indians with such an education would be 
preferred for government jobs. Thus, the British cleverly used colonial discourse, 
which can be defined as “. . . a system of statements that can be made about colonies 
and colonial peoples, about colonizing powers and about the relationship between 
these two”, as a tool to empower themselves and exploit the colonized people. 
(Ashcroft, Griffiths, and Tiffin, Post-Colonial Studies 42) 
Now, the analysis of the play will focus on the characteristics of the Third 
Theatre that are present herein. Badal Sircar, as stated by Ella Dutta in the 
Introduction of Two Plays, after passing a resolution in 1969, left the proscenium 
stage completely. Right at the beginning of the play Indian History Made Easy, the 
anti-proscenium nature of the play is focussed upon; 
The play is not meant for the proscenium stage. It has to be performed 
either under the open sky or on the floor of a room. The spectators are 
to sit on the three sides of the acting arena. There is a platform on the 
fourth side, with entrances from both sides. Behind the platform, there 
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is a curtain or a partition. One can directly mount the platform hiding 
oneself behind the curtain. The spectators on the three sides are like 
students of three different class-es. In each class, there are at least two 
actors as students–sitting in the front row of the spectators, right from 
the very beginning. Besides, as actors, there are three TEACHERS, a 
MASTER, BRITANNIA and MOTHER INDIA (or in short, MA). 
The last two, it goes without saying, are women. (Sircar 3) 
Thus, it is clear that the play does not follow the techniques of proscenium theatre. 
The unity of time and place are also not adhered to. The actors and spectators are not 
separated by the invisible fourth wall like it is customary in the proscenium theatre. 
The audience is the part of the performance of the play is made explicit by the stage 
directions. This play, by being flexible, portable and inexpensive is anti-commercial 
in nature. Costly stage décor, huge auditoriums, lighting, sound effects and expensive 
costumes are not used in the play. It can be performed both in the Anganmancha and 
Muktamancha. Thus, its flexibility and portability make it possible to perform it 
anywhere without difficulty. 
Another element of Sircar’s Third Theatre is the use of the collage form. By 
following this form, he puts before the audience three-hundred years of British 
colonial rule in a single play. As has been mentioned in the previous chapter, by 
following the form of collage Sircar dramatises various issues of colonial and post-
colonial India so that he can make people aware of their suppressed conditions 
without revealing the story in the conventional way. Subhendu Sarkar in the 
Introduction of the play comments on the relationship between the content and the 
form of Indian History Made Easy, 
To match the content, Sircar uses the form of classroom teaching. 
Therefore, with the Teachers instructing the Students, he could easily 
cover more than three hundred years of British rule without developing 
a ‘story’. Teachers, Students, and the Master take up different roles 
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making the entire period come alive before the audience. It is to be 
remembered, however, that though the Students are taught, it is 
actually the audience who learns about the mechanism of colonial 
exploitation. (xxxi) 
 At one place in the play Indian History Made Easy, Master teaches the students about 
the history of India as is clear from the conversation given below: 
MASTER: The first period. History. Hisstory. Story. Tale. Tale from 
history. History. Teachers … attention!  
TEACHER 1: History of which country, sir? 
MASTER: This country. Bharat. Hindustan. Hindostan. HIndia. India. 
(Sircar 3) 
In another place, while portraying the miserable condition that India has been reduced 
to as a supplier of raw materials and describes the distribution of India’s cottage 
industries, the Master assumes the role of Lord Cornwallis the Governor General of 
India and reports the progress of his work, which is actually a description of the 
destruction of the Indian economic system: 
MASTER: Lord Cornwallis, the Governor General of India-speaking. . 
. .  
BRITANNIA: Sonny. Cornu. My little one! 
MASTER: What is it, mom? 
BRITANNIA: How about my little one’s game, sonny? 
MASTER: It’s going on very well, mom. Factory-made thread, cotton, 
cotton clothes-they can’t get here. . . . Almost everything that was 
produced here is about to go out of circulation. (26-7) 
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In the same manner, the characters of Students are portrayed as the taught, in some 
places, while on other places when Sircar delineates the sufferings of the Indian 
populace, the Students assume the role of the common masses. Thus, by adopting this 
technique Sircar achieved his aim of imparting the knowledge of colonial exploitation 
to the audience, with the help of a very small group of actors. 
 To depict situations not through words or with the help of any other tool but 
through physical acting is one of the most important features of Badal Sircar’s Third 
Theatre. This is achieved by hard physical and vocal exercises which enhance the 
performance of the actors. In Indian History Made Easy, the characters make use of 
their bodies and voices for effective portrayal of situations. At one place in the play, 
the war scene is performed by the Students without the help of any instrument or tool; 
“The STUDENTS, giving war cry, jump to fight. They fight on horseback with swords 
in their hands. All fight against all. . . . (With an outcry the STUDENTS fall-in slow 
motion as in films)” (10). On another occasion, they use their bodies to serve another 
purpose, “A heap of Students in the centre. The MASTER descends, stands keeping 
one leg on the heap, as a hunter poses for a photograph keeping his foot on the dead 
tiger” (11). Thus, by faithful use of physical acting Sircar has lessened the cost of his 
theatre, by abandoning the costly paraphernalia and “. . . by depending on the human 
body, he has freed his theatre from an abject dependence on money” (On Theatre 86). 
Sircar has freed theatre in being a commodity as is evident here, “In a society based 
on buying and selling, art unfortunately also becomes a commodity that can be bought 
and sold, and he was forced so far to accept that condition. But now the possibility of 
creating a free theatre opens up” (86). 
 Another feature of the Third Theatre, found in the play Indian History Made 
Easy is the brevity of dialogues. Short dialogues “. . . besides providing the plays with 
dramatic pace, help the audience to concentrate on the action” (Sarkar xxx). Another 
reason for the dialogues being brief is that actors, during the performance, are 
involved in rigorous physical movements, so they are unable to speak lengthy 
dialogues. An example from the play is as follows: 
MASTER: Three cheers for Robert Clive! Hip hip … 
TEACHERS: Hurray! 
165 
MASTER: Three cheers for the battle of Plassey! Hip hip … 
TEACHERS: Hurray! 
MASTER: Three cheers for the East India Company! Hip hip … 
TEACHERS: Hurray! 
MASTER: Long live British … 
TEACHERS: Hindia! 
MASTER: British … 
TEACHERS: Hindia! 
MASTER: British … 
TEACHERS: Hindia-a-a! (Sircar, IHME 11) 
Songs play a very important role in the plays of Sircar, a feature for which he 
is indebted to the folk theatres of India. Sircar uses songs because they help in 
retaining the interest of spectators and convey serious issues with great ease. In this 
play, with the help of a song Sircar describes the immortality of the Indian village 
community: 
TEACHERS-STUDENTS (sing): 
Kingdoms appear on top, fall down later 
Village community stays in the same manner. 
Arsakhun and Pathangul remain active higher 
Village community doesn’t notice them down there. 
When the kings fight, it’s the commoners that expire 
Village community dies here, shoots up elsewhere. (6) 
Through this song, Sircar communicates how the Indian village community saw the 
rise and fall of various empires. Aryans, Saks, Huns, Pathans and Mughals came to 
India and fought with Indian emperors. This affected the life of the common people 
but couldn’t ruin the village community. Thus, songs are used by Sircar because they 
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are helpful in conveying the most difficult messages in the easiest possible way even 
to illiterate people.   
Thus, it is clear from the analysis of the play that Sircar wanted to bring before 
the people, especially before the common masses, the actual reasons of their 
miserable condition. In the play Indian History Made Easy, he successfully presents 
his interpretation of the economic and political strategies of the colonisers and the 
effects of their policies on Indian society. The policies of the British made the 
condition of the underprivileged classes miserable. A large number of these policies 
still exist in independent India according to Badal Sircar. These policies continue to 
have a negative effect on the poor people and contribute greatly in making their life 
miserable. Sircar made use of various Third Theatre techniques such as, the classroom 
teaching form, very little use of stage paraphernalia, brief dialogues and songs, to 
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Colonial and Post-Colonial Subalternisation of the Native: A 
Postcolonial Study of Badal Sircar’s Stale News 
The depiction of the miserable and marginalised condition of the native 
subaltern individuals or groups due to exploitation by the coloniser and their revolt 
against this exploitation are important aspects of postcolonial studies. In Stephen 
Morton’s view, “It is from the margins of colonial subordination and oppression on 
the grounds of race, class, gender or religion that postcolonial writers and theorists 
claim political and moral authority to contest or oppose the claims of a dominant 
European imperial culture” (162). Badal Sircar, as is clear from his writings, focussed 
on the problems of the subaltern groups in India. He believed, as said before, that 
during British rule in India, the English established what Stephen Morton calls “a 
dominant European imperial culture” through “subordination and oppression” (162). 
Badal Sircar was also full of anger against the non-recognition of the efforts of the 
subaltern groups against their exploitation. His play Stale News depicts the oppression 
and suppression of the Santhal people, one of India’s marginalised ethnic groups, and 
their struggle against this, during the British period. Sircar also delineates in this play 
the inequality, oppression and exploitation of other subaltern people in independent 
India to show that there is no change in the condition of the subalterns even after India 
regained freedom. Manchi S. Babu also highlights that Sircar “. . . juxtaposes the 
gross atrocities of oppression and exploitation of colonial India and those of post-
colonial India” in the play Stale News (Babu 50). This chapter will delve into the 
revolt of the Santhals against exploitation in the light of Ranajit Guha’s notion of 
historiography in colonial India. The day to day struggles and miseries of the common 
masses in the post-independence scenario which were in many ways the result of 
colonialism will also be discussed. 
Before proceeding to the point of the Santhal revolt, it is necessary to 
understand what position the subalterns occupied in historiography during the colonial 
rule in India. It is also important to know why Ranajit Guha attempted to historicise 
the condition of the subalterns and how the historiography of the subalterns has 
become an important aspect of postcolonial studies. The first systematic attempt to 
analyse the condition of the subalterns was started by a group of historians called the 
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Subaltern Studies group. In the initial years of its coming into being this group 
included Shahid Amin, David Arnold, Gautam Bhadra, Dipesh Chakrabarty, Partha 
Chatterjee, David Hardiman and Gyanendra Pandey. Taisha Abraham states, 
“Theorising about the positioning of the subalterns particularly in relation to history is 
central to postcolonial theories. The Subaltern Studies group was the first organized 
group that problematized history in relation to postcolonialism” (40). The term 
subaltern has been derived by the group from Antonio Gramsci’s Prison Notebooks. 
Subaltern originally meant “the subordinate groups within military hierarchies” (41). 
But Gramsci developed its usage by including “. . . peasants, workers and other 
groups” who were “. . . denied access to ‘hegemonic’ power. Since the history of the 
ruling classes is realized in the state, history being the history of states and dominant 
groups, Gramsci was interested in the historiography of the subaltern classes” 
(Ashcroft, Griffiths, and Tiffin 215). So Gramsci developed a plan for the study of the 
history of subaltern groups. This plan, as mentioned by Ashcroft, Griffiths, and Tiffin, 
included the study of the formation of the subaltern groups, their involvement in 
politics, the establishment of new parties and dominant groups, the struggle of 
subaltern groups to claim their rights and the resultant developments that assert the 
autonomy of subaltern groups. (215-16). The Subaltern Studies group organised by 
Ranajit Guha was influenced by the  Communist Party Historians Group of the 1970s, 
which included E. P. Thompson, Christopher Hill, Rodney Hilton and Eric 
Hobsbawm who were “. . . instrumental in foregrounding the notion of history from 
below and the role of agency” (Abraham 60). These historians motivated the 
Subaltern historians group “. . . who with different emphases raised issues that 
challenged the metanarratives of European history, orthodox Marxism and elite 
nationalism” (41). Though the group took the term subaltern from Gramsci, “. . . the 
project actually made itself original by divorcing itself from Gramsci to invent a 
distinctively Indian subalternity” (Ludden 9). According to Subaltern Studies 
scholars, during the colonial period history was written by colonial historiographers 
who were “. . . elitist and exclusionary both in their choice of historical subjects and 
also in their use of conventional tools of historiography” (Abraham 41). For these 
elitist historiographers, only the white European males were the subject of history, 
while people of non-Western lands were not worthy subjects of history. These 
historiographers “. . . applauded the British for bringing to the subcontinent political 
unity, modern educational institutions, modern industries, modern nationalism, a rule 
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of law, and so on and so forth . . .” (Chakrabarty 469). The Indian nationalist elites 
were also influenced by these European historiographers for a long time. In Ranajit 
Guha’s opinion, expressed in the introductory chapter of Subaltern Studies I (SS I), 
both the colonialist elitism and the bourgeois nationalist elitism originated as “. . . the 
ideological product of British rule in India, but have survived the transfer of power 
and been assimilated to neo-colonialist and neo-nationalist forms of discourse in 
Britain and India respectively” (SS I 1). He further says that it is popularly believed 
that the origin of the Indian nation state and the feeling of nationalism both were the 
accomplishments of nationalist elites: “. . . elite personalities, institutions, activities 
and ideas” (1). In Guha’s opinion it was a widely accepted but a mistaken notion that 
the nationalist elite class led the freedom movement and achieved independence for 
the country. Another aspect of nationalist historiography, in Guha’s view, is that it 
had “several versions” which  
 . . . differ from each other in the degree of their emphasis on the role 
of individual leaders or elite organizations and institutions as the main 
or motivating force in this venture. However, the modality common to 
them all is to uphold Indian nationalism as a phenomenal expression of 
the goodness of the native elite with the antagonistic aspect of their 
relation to the colonial regime made, against all evidence, to look 
larger than its collaborationist aspect, their role as promoters of the 
cause of the people than that as exploiters and oppressors, their 
altruism and self-abnegation than their scramble for the modicum of 
power and privilege granted by the rulers in order to make sure of their 
support for the Raj. (2) 
This is the reason why the history of Indian nationalism was written “. . . as a sort of 
spiritual biography of the Indian elite” (2). It was erroneously believed that the Indian 
bourgeois elite were the supporters and representatives of the problems of the 
common people before the British government. They selflessly, without any greed of 
power and privilege, stood for the cause of the people and this is the reason why the 
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colonialist historiography focused on them. Guha further states his opinion that this 
elitist historiography “. . . fails to acknowledge . . . the contribution made by the 
people on their own, that is, independently of the elite to the making and development 
of this nationalism” (3). Thus, the biggest flaw of this elite historiography is that it 
neither understands nor accepts the contribution of the common masses in the 
nationalist movement. Their insurgent activities were classified as law and order 
problems or the provocation of elite leaders. In this regard, Guha says, 
The involvement of the Indian people in vast numbers, sometimes in 
hundreds of thousands or even millions, in nationalist activities and 
ideas is thus represented as a diversion from a supposedly ‘real’ 
political process, that is, the grinding away of the wheels of the state 
apparatus and of elite institutions geared to it, or it is simply credited, 
as an act of ideological appropriation, to the influence and initiative of 
the elite themselves. (3)   
Guha further points out that during colonial rule there existed another group in Indian 
politics which consisted of the labouring populations of both the towns and the 
villages. This subaltern group was different from the elite class in its political 
mobilisation for resisting oppression and for achieving independence. The 
mobilisation of the elite group was “. . . achieved vertically through adaption of 
British parliamentary institutions” while the subaltern mobilisation depended on “. . . 
the traditional organization of kinship and territoriality or class associations” 
(Ashcroft, Griffiths, and Tiffin 217). These subaltern mobilisations were in the form 
of peasant uprisings and their mobilisations were more frequent and violent than the 
mobilisations of the elite, but their mobilisations or “. . . insurgencies were not 
recorded as acts of resistance in official history (both colonial and bourgeois 
national)” (Abraham 42). The reason behind this non-recognition, in Guha’s opinion, 
is that these subaltern insurgencies “. . . waited in wain for a leadership to raise them 
above localism and generalize them into a nationwide anti-imperialist campaign” (SS 
I 6). In the absence of a powerful leadership the subaltern peasant uprisings neither 
achieved victory over colonialism nor were their efforts recorded as resistance 
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struggles by the elite historiographers. The nationalist bourgeois believed that “. . . the 
peasants only participated in the nationalist movement under the direction of their 
own narrow and hierarchical structures of leadership” (Hiddleston 69). Ran 
Greenstein in “History and the Production of Knowledge” (1995) argues that, 
“History is seen as a process that allows alliances across a colonial divide, not a 
dichotomy between the powerful and the powerless” (qtd. in Loomba 199). In 
Greenstein’s view, this was an important error of history that accepts union between 
the powerful and the powerless groups while these two groups are not unitary 
categories. This powerless or the subaltern group is “. . . positioned within several 
different discourses of power and of resistance” (Loomba 199). This is one of the 
reasons why the subaltern should be studied as an autonomous subject and in 
Greenstein’ s opinion, as quoted by Loomba, the “. . . histories of marginalised, 
subaltern subjects can only be written by moving away from a ‘post-foundational 
perspective’, i.e. by moving away from the grand narratives [elitist historiography] 
which occluded such subjects and their stories” (200). Similarly, Rosalind O’Hanlon 
argues that one of the problems with orthodox historiographies is that they do not 
allow the experiences and oppositional consciousness of the individual, neither to be 
spoken nor to be heard. He further says, “In trying to show how peasant struggles in 
India were distinct from the elite anti-colonial movements, the subaltern historians . . . 
repeatedly construct an essential peasant identity in India, not fractured by differences 
of gender, class or location” (201). Thus, the Subaltern Studies group was established 
with the aim of giving recognition to the contribution of the subaltern groups in the 
nationalist movement because the contribution of the subaltern groups is “. . . 
invariably overlooked in studies of political and cultural change” and because colonial 
historiography focused only on elites and elite culture (Ashcroft, Griffiths, and Tiffin 
218). In order to document and reveal the actual contribution of the subalterns to 
India’s struggle for freedom and the oppression faced by them at different levels, the 
Subaltern Studies scholars neither depended on the official records nor on the facts 
provided by the Indian historians. At the very beginning of the Subaltern Studies 
project, Guha declared that the project is “. . . a clean break with most Indian 
historians” and announced that its ambition is “. . . to rectify the elitist bias” (Ludden 
9). Subaltern Studies scholars turn to alternative sources such as oral narratives, songs 
and myths to assess, as mentioned in the essay, “The Prose of Counter Insurgency” 
compiled in the book Subaltern Studies II (SS II), “. . . the cuts, seams and stitches-
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those cobbling marks-which tell us about the material it is made of and the manner of 
its absorption into the fabric of writing” (Guha 3). The reason for turning towards 
these alternative sources is that the official records were always written from the 
perspective of the elite. These alternative materials, “. . . allowed Indians to fabricate 
a sense of community and to retrieve for themselves a subject position from which to 
address the British” (Chakrabarty 39). So these sources are more authentic because 
they express the viewpoints of Indian natives.  
 The play Stale News (SN 1979) is analysed in keeping with the above 
mentioned notions of describing the subaltern mobilisation from their perspective and 
giving recognition to their contribution to India’s struggle for independence. In Crow 
and Banfield’s words, “The harnessing of a people’s collective will in opposition to 
forces of oppression (however hopeless the task may seem), and their focus into acts 
of resistance along an historical continuum, become key components of Basi Khabar 
(Stale News) . . .” (132). But Badal Sircar, like the Subaltern Studies scholars, did not 
depend on official historical records for this purpose. He says about the sources of this 
play “These accounts did not find any place in the history textbooks. We had to 
depend on the work of some rare researchers and some obscure sources” (Sircar On 
Theatre 126). The genuine account of the exploitation of the Santhals and their 
resistance are presented in the following manner in the play Stale News by Sircar.  
The Santhals were one of the oldest tribes who came and settled in India in 
pre-historic times. In the opinion of scholars, according to the play Stale News “. . . 
they were the first in India . . . .” and the first to cut down the forests, set up homes 
and practice agriculture (Sircar 96). They are recognised as the first agricultural 
society who lived peacefully and uninterruptedly for thousands of years, 
approximately till the eighteenth century. Their peaceful social and economic life 
began to collapse with the advent of the British. When Bihar, the northern state of 
India, was occupied by the British 
. . . the barter-based economy and social life of the Santhals began to 
crumble under the impact of the exploitation and oppression of the 
British merchants and the money-based economy they introduced. The 
Santhals began to emerge into the open from the almost complete 
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insularity they had enjoyed in their social life for thousands of years. 
They started to spread over areas like Pakur, Dumka, Bhagalpur, and 
Purnea in Bihar, and Birbhum, Bankura and Murshidabad in Bengal 
around the year 1790. Land-holders of these areas brought them in to 
employ them in clearing the forests. The part of Bhagalpur in which 
the Santhals had concentrated and formed a majority of the population 
was known as Damin-i-ko, later described as the Santhal Pargana. . . . 
The inaccessible forests of this region were cleared by the Santhals 
who built homes in the forest, and by sheer toil they raised a golden 
harvest on a land that had never been trodden by human feet. (SN 103)  
But, the money based economic system which was the result of the capitalist economy 
introduced the groups of Bengali, Punjabi, Bhojpuri and Bhatias money lenders to the 
people of Santhal Pargana. These money lenders were called Dikus by the Santhals. 
These groups of Dikus were linked with the British rulers and one of their aims was to 
exploit the Santhals to “Strengthen the foundations of British rule over India” (104). 
These Dikus gave the Santhals small amounts of tobacco and cloth at exorbitant rates 
and purchased “. . . rice, mustard and other oil seeds” from them at a very low price 
(104). The Santhals were given loans by their money lenders at a very high rate of 
interest sometimes going up to five hundred per cent as well. The play Stale News 
highlights that the Santhals were “. . . cheated and forced out of their property, their 
vegetables, goats, and poultry were snatched away, they were insulted, beaten up, 
tortured, their women were raped” (110). A bond of unending slavery had been signed 
by the Santhals to get loans from the moneylenders, “SIX. To get a loan they had to 
sign a bond of perpetual slavery” (110). If they were unable to repay the loan, after a 
certain period of time, they and their family members were also forced to become 
slaves either at the moneylender’s house or on his field. A character in the play Stale 
News ironically remarks, “Thanks to an exorbitant compound interest and tampering 
with accounts, the loans never got repaid, and the slavery became hereditary” (110). If 
any slave refused to work, he was forced to work by being flogged, threatened with 
hunger and conviction, “EIGHT. If one such slave ever refused to work, he would be 
176 
 
forced back to work with flogging, denial of food and threat of conviction. There was 
no relief” (110). The British rule was one of plunder and debauchery because they 
were “. . . actually concerned only with collecting the revenue. In 1854 the revenue 
collected had gone up to 43,000 rupees in sixteen years from a previous two thousand 
rupees. The Santhal region was cited as a model of effective administration at low 
cost” (111). When life became unbearable for the Santhals, they rebelled against this 
loot, immorality and exploitation. They revolted against the exploitation and desired 
freedom from perpetual slavery. But in official records; that is, the records entered in 
the judicial files or history written by colonial elite historiographers, the reason for 
their revolt was manipulated. It was recorded that the revolt was due to their belief in 
superstitions. They wanted to take possession of Barhait town because it was said and 
recorded that one of their gods was about to appear there. A letter from the Magistrate 
of Murshidabad about the Santhal revolt is the primary official source of this 
documentation. This letter was first published in Judicial Proceedings of West Bengal 
State Archives on 19 July 1855. Ranajit Guha in his essay “The Prose of Counter-
Insurgency” focuses on this letter. The letter highlights how the revolt of the Santhals 
was trivialised by stating that superstitions were the cause of this revolt, whereas in 
reality, extreme oppression and suppression had led the Santhals to revolt. This letter 
shows how cleverly the British administration hid the tortures and exploitation they 
were inflicting upon the Santhals. The letter is as follows,       
 From W. C. Taylor Esqre. 
To F. S. Mudge Esqre. 
Dated 7th July 1855 
 
My dear Mudge, 
There is a great gathering of Sontals 4 or 5000 men at a place about 8 
miles off and I understand that they are all well armed with bows and 
arrows, Tulwars, Spears & ca. and that it is their intention to attack all 
the Europeans round and plunder and murder them. The cause of all 
this is that one of their Gods is supposed to have taken the Flesh and to 
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have made his appearance at some place near this, and that it is his 
intention to reign as a King over all this part of India, and has ordered 
the Sontals to collect and put to death all the Europeans and influential 
Natives round. As this is the nearest point to the gathering I suppose it 
will be first attacked and think it would be best for you to send notice 
to the authorities at Berhampore and ask for military aid as it is not at 
all a nice look out being murdered and as far as I can make out this is a 
rather serious affair. 
                                                                                                                                                                          Yours & ca 
                                                                                    /Signed/W.C.Taylor. 
(qtd. in Guha, SS II 5-6) 
The contents of above letter make it clear that the elite historiography during colonial 
rule is not trustworthy. So, it is necessary to write history from the point of view of 
the subalterns by procuring materials from alternative sources, believed Badal Sircar. 
Sircar also knew that in so called authorised historical records or in history books, 
there is little or no place for the Santhals. If they figure somewhere, they are defined 
from the elite perspective. In Guha’s opinion, 
Historiography has been content to deal with the peasant rebel merely 
as an empirical person or member of a class, but not as an entity whose 
will and reason constituted the praxis called rebellion. The omission is 
indeed dyed into most narratives by metaphors assimilating peasant 
revolts to natural phenomena: they break out like thunder storms, 
heave like earthquakes, spread like wildfires, infect like epidemics. In 
other words, when the proverbial clod of earth turns, this is a matter to 
be explained in terms of natural history. Even when this historiography 
is pushed to the point of producing an explanation in rather more 
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human terms it will do so by assuming an identity of nature and 
culture, a hall-mark, presumably, of a very low state of civilization and 
exemplified in ‘those periodical outbursts of crime and lawlessness to 
which all wild tribes are subject’ . . . (SS II 2) 
In this connection Badal Sircar comments, 
One can imagine the extremes to which they were pushed when one 
finds that 50,000 hungry, half-naked Santhals of the region at the 
borders of Bengal, Bihar and Orissa took up their primitive arms-
spears, axes, bows and arrows-fought against the trained, well-fed 
troops equipped with guns and cannons, horses and elephants, and 
liberated district after district. And they did not give until 25,000 were 
killed, not counting the women, children and old folks in the villages 
razed to the ground, until after nine months of heroic struggle that 
shook the very base of the British imperialist rule in eastern India. (On 
Theatre 126-27) 
When the sufferings of the Santhals became unbearable they revolted against their 
oppression, “ONE. Years of limitless exploitation, oppression and rapine had in the 
meantime begun to change the beats of their drums to the beats of revolt. . . . Hoo-oo-
oo-ool” (Sircar, SN 111). In Santhali language Hool means revolt. On 30 June 1855, 
ten thousand Santhals of four hundred villages gathered in the village Bhagnadihi, 
SIX. They swore to establish an independent Santhal State. 
CHORUS.  Damin-i-ko. 
SEVEN. It was resolved to serve the Commissioner, the Collector, the 




EIGHT. and march on a deputation to the Lieutenant-Governor in 
Calcutta. 
CHORUS.  Damin-i-ko. 
TWO. Thirty thousand Santhals joined in the deputation. They carried 
their traditional weapons with them—and the bow and the arrow, 
battle-axe, and the spear. (123) 
Ranajit Guha aptly states,  
It would be difficult to cite an uprising on any significant scale that 
was not in fact preceded either by less militant types of mobilization 
when other means weigh the pros and cons of any recourse to arms, . . . 
the protagonists in each case had tried out petitions, deputations or 
other forms of supplication before actually declaring war on their 
oppressors. (SS II 1-2) 
As long as their food lasted, the Santhals remained peaceful. But after that they looted 
the markets and killed five notorious Bengali Dikus or moneylenders. Then a police 
officer Mahesh gave orders for the arrest of the Santhal leaders, Sidho and Kanho. In 
the words of the play Stale News,  
FIVE. But before they could act the Santhals arrested them. 
SIX. Police officer Mahesh was tried . . . .  
CHORUS.  . . . . and sentenced to death. 
SEVEN. Sidho carried out the sentence with his own hands. 
CHORUS. (with a movement miming the execution). Hah! 
SEVEN. When the police fled, they left nine dead bodies behind. 
EIGHT. That set the tone of the battle. Sidho and Kanho were now 
finally resolved. They declared—the Hool is on. 
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CHORUS. Hoo-oo-oo-ool. (Sircar 124) 
The Santhal hool took a violent turn on 7 July 1855 according to the play Stale News. 
In connection with the uprisings of the subalterns, which includes the Santhals, 
Ranajit Guha states, 
. . . the revolts . . . had all been inaugurated by planned and in some 
cases protracted consultation among the representatives of the local 
peasant masses. Indeed there is hardly an instance of the peasantry, 
whether the cautious and earthy villagers of the plains or the 
supposedly more volatile adivasis of the upland tracts, stumbling or 
drifting into rebellion. They had far too much at stake and would not 
launch into it except as a deliberate, even if desperate, way out of an 
intolerable condition of existence. Insurgency, in other words, was a 
motivated and conscious undertaking on the part of the rural masses. 
(SS II 2) 
In the play Stale News, as a result of the revolt of the Santhals, several Dikus and 
police officers were killed and Diku houses and markets were looted. There was a 
fierce battle on 16 July. The British forces who were armed with cannons and guns, 
were “. . . overwhelmed by the bows, arrows, and battle-axes of the Santhals, and fled 
with their horses and elephants” (Sircar, SN 127). The Commissioner of Bhagalpur 
declared martial law. The native zamindars and moneylenders who were loyal to the 
British authority provided weapons, food, men and money to the British army. The 
Santhals fought bravely but the revolt was crushed ruthlessly. An English general 
himself accepted the brutality of the British as mentioned by Sircar in the play Stale 
News,  
TWO.  What we did was not war, it was mass murder.  
FOUR.  The idea of surrender was alien to the Santhals.  
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SIX.  As long as their drums rolled, they would stand and fight, fall 
under the rain of bullets.  
. . . 
TWO.  The allegation that the Santhals used poisoned arrows is a 
fabrication.  
FOUR.  There was not a single sepoy in my battalion who did not feel 
ashamed to fight the Santhals. (131) 
The punishments given to the Santhals by the British administration after the 
suppression of the revolt were horrible. It was decided that the entire population of “. . 
. the infected districts should be exiled to the dangerous forests of Burma, or hanged 
or shot to death. The villages should be fined to the extent of the wealth plundered by 
the rebels” (132). The British were determined that no Santhal should remain 
unpunished, “SEVEN. Not a Santhal should remain unpunished to secure the 
punishment of the race, and restore the prestige of British authority” (132). Two 
hundred and fifty one Santhals were presented before the court out of which forty six 
were boys aged nine to ten. The boys were sentenced to be flogged. The others got 
seven to fourteen years imprisonment. Thus, the uprising was crushed mercilessly to 
restore the prestige of the British authority and to teach a lesson to the Santhals and 
also to the future generation so that they may not dare to rebel again. The ground 
reality was such that it seemed to be their destiny to be subalterns and to bear 
exploitation. Ranajit Guha aptly says, 
When the peasant rose in revolt at any time or place under the Raj, he 
did so necessarily and explicitly in violation of a series of codes which 
defined his very existence as a member of that colonial, and still 
largely semi-feudal society. For his subalternity was materialized by 
the structure of property, institutionalized by law, sanctified by religion 
and made tolerable-and even desirable-by tradition. To rebel was 
indeed to destroy many of those familiar signs which he had learned to 
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read and manipulate in order to extract a meaning out of the harsh 
world around him and live with it. The risk in ‘turning things upside 
down’ under these conditions was indeed so great that he could hardly 
afford to engage in such a project in a state of absent-mindedness. (SS 
II 1) 
Although the revolt of the Santhals was crushed brutally, it frightened the British 
rulers all over India, as mentioned in the play Stale News, “The lesson that the rulers 
drew from the tremendous impact of the Santhal revolt was that if a people who could 
lay down their lives so coolly and refused to surrender ever were allowed to mingle 
with the common people of India the seeds of revolt would be carried far and wide” 
(Sircar 133). This is why the Santhals were kept away from the mainstream of life in 
a district called the Santhal Pargana. The Santhal’s demand for reducing the heavy 
revenue rates was rejected by the British government. The only reward they got was 
that they “. . . were recognized as a separate tribe. . . . That was all the price they got 
for the blood of twenty-five thousand Santhals” (133).  
Sircar also depicted in this play the inequality, oppression and exploitation of 
other subaltern people in independent India to show that there is no change in the 
condition of the subalterns even after India regained freedom. Manchi S. Babu says, 
“Indian Government is as bad as the British government and the ugly deformity of the 
Indian society remains the same” (52). In Sircar’s opinion, it is not necessary that the 
achievement of independence will change the entire framework of any nation because, 
to quote Fanon, “. . . decolonization is quite simply the replacing of a certain 
"species" of men by another "species" of men” (35). This is applicable in the Indian 
context where the nature and approach of the government remained the same towards 
the subaltern classes even after India regained independence from the British. The 
only difference is that the power was transferred from the British colonisers to the 
Indian bourgeois class. Both the governments flourished at the cost of and with the 
exploitation of the subaltern classes. The voice of the subjugated classes is suppressed 
by the government because the subjugated classes do not have access to political 
power and the administration always supports the privileged class. Various news 
183 
 
items and reports read out by the characters in the play Stale News suggest that the 
conditions of the under privileged classes has become worse after independence: 
THREE. There were 3019 cases of atrocities on the Harijans in the first 
nine months of 1978. 175 Harijans were killed, 129 Harijan 
women were raped, there were 289 cases of arson . . . .  
FIVE. 13 April 1978. The police fired on a peaceful demonstration of 
500 workers at the Pantnagar Agricultural University in Uttar 
Pradesh after blocking up the entrance and exit to the place. 150 
workers were killed, figures for the injured are not available. The 
dead bodies were later piled up in a sugarcane field and set on fire. 
. . . 
SEVEN. Another case of atrocities on the Harijans took place in the 
village Bajitpur in Bihar. The operation was conducted by about 
400 ruffians led by the jotedar of the next village on 15 November 
from nine in the morning to four in the afternoon. Nine Harijan 
women were gangraped openly, at the centre of the village. Every 
house in the village was set on fire and all the possessions of the 
Harijans were carried away. (Sircar 134-35) 
FIVE. According to government reports alone, 80 prisoners were killed 
and 645 injured between December 1970 and April 1973 in the 
prisons of West Bengal and Bihar in the so-called clashes between 
the political prisoners and the police. 39 of the killed were beaten 
to death with sticks. (136) 
The above mentioned news and media reports from the play Stale News suggest that 
the underprivileged class is still being exploited by the government of India after the 
country achieved independence from the British, in the same way as this 
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underprivileged class was exploited by the British Raj. The voice of the subaltern 
class remains unheard by the ruling class because this class is busy in achieving its 
own selfish ends. The following example clarifies the tyranny of the ruling class in 
independent India;  
The Savaras and Jatas, the tribal people living on the mountains in 
Srikakulam of Andhra Pradesh, revolted against the exploitation and 
oppression of landlords, moneylenders and government officials in 
1969, more than one century after the Santhal Revolt. It was also 
mercilessly suppressed. (Babu 55)  
The play Stale News reveals on one hand, the Santhals who resisted the British 
colonisers and wanted to uproot them completely from India, while on the other hand, 
a class of Indian elite who were complicit with the colonisers and considered colonial 
rule a boon for India. The speeches of Raja Rammohun Roy, Bankimchandra 
Chatterjee and other intellectual leaders available in the play Stale News show that 
this group of colonised people believe the rule of the British to be beneficial for the 
country. Some instances from the play Stale News are as follows: 
RAMMOHUN. ‘On the whole, the indigo planters have performed 
more good to the generality of the natives of this country, than any 
other class of European, whether in or out of the service.’ . . . . ‘I 
now conclude my essay in offering up thanks to the Supreme 
Disposer of the universe, for having unexpectedly delivered this 
country, from the long continued tyranny of its former Rulers, and 
placed it under the Government of the English, a nation who not 
only are blessed with the enjoyment of civil and political liberty, 
but also interest themselves, in promoting liberty and social 
happiness . . . (Sircar 113-15) 
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Bankimchandra Chatterjee supported British rule because “. . . without the support of 
the English there’s no way to revive the eternal religion” (115). In the play he also 
says: 
We’ll set the English to rule over us. They are now traders only, 
devoted exclusively to collecting money. They do not care to take on 
the burden of administration. As a result of this revolt of the Sannyasis, 
they would be compelled to take on the responsibility of 
administration. The revolt of the Sannyasis happened only to make the 
English our rulers. . . . The English are friendly rulers. . . . The English 
have saved Bengal from anarchy. (115-16) 
Thus, Veena Noble Dass’s comment is apt when she says, “The play thus attempted to 
expose the collaborationists’ role of the Bengali middle class during the British Raj” 
(qtd. in Babu 55). However, these intellectuals are actually ambivalent in their attitude 
towards the British Raj. Ambivalence is an important concept adapted by postcolonial 
theory which was “. . . first developed in psychoanalysis to describe a continual 
fluctuation between wanting one thing and wanting its opposite. It also refers to a 
simultaneous attraction toward and repulsion from an object, person or action” 
(Ashcroft, Griffiths, and Tiffin 12). This term was assimilated into colonial discourse 
theory by Homi K. Bhabha who applied this term in describing the relationship 
between the colonisers and the colonised. In Bhabha’s opinion as stated by Ashcroft, 
Griffiths, and Tiffin,  
The relationship is ambivalent because the colonized subject is never 
simply and completely opposed to the colonizer. Rather than assuming 
that some colonized subjects are ‘complicit’ and some ‘resistant’, 
ambivalence suggests that complicity and resistance exist in a 
fluctuating relation within the colonized subject. (12-13) 
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This becomes clear as the play Stale News refers to Bankimchandra Chatterjee as “the 
father of Nationalism” in an obvious reference to his nationalist leanings (Sircar 115). 
During a talk with Ramkrishna Paramhansa, Chatterjee criticises British rule for his 
miserable condition as a colonised subject, “. . . boots are responsible for it. The kicks 
of our white masters have bent my body” (qtd. in Singhania 17). Here bent body 
represents the degenerated short and lean bodies of mid nineteenth century Bengali 
people. In Singhania’s view, “. . . the colonial state’s attacks on Bengal’s ecology 
lowered agricultural productivity. Malnutrition resulted, weakening the Bengali body 
and exposing it to disease” (9). A series of epidemics caused damaging effects on 
Bengal and Bengali people. That is why Bankimchandra attacked British rule. While 
on the other hand, he was in the favour of British rule because in his opinion, “. . . 
without the support of the English there’s no way to revive the eternal religion” 
(Sircar SN 115). According to Bhabha, there is a reason behind this fluctuating 
relation among the colonised subject. The reason is that the strategies adopted by the 
colonisers “. . . may be both exploitative and nurturing, or represent itself as 
nurturing, at the same time” (Ashcroft, Griffiths, and Tiffin 13). In this way, the 
fluctuating views of Bankimchandra can be defined as ambivalent. So, it becomes 
clear that ambivalence within the colonised subject is clearly present in the play Stale 
News. 
Analysing the play Stale News from the perspective of Sircar’s Third Theatre, 
is an important postcolonial feature from the point of view of technique. First is that, 
like some of his other plays this one too, uses the collage form. As said earlier, since 
the collage form is helpful in presenting a chain of episodes, it is very useful when 
one takes up a number of issues in the same play. The collage form adopted in this 
play is a result of a long and deep thinking process and central to this process were 
workshops which involved the efforts and suggestions of all the members of Satabdi. 
In this connection Ella Dutta comments,  
An important triggering factor in the development of Stale News 
was Sircar’s hobby of making collages. One such collage that he had 
made could be called Man. It showed ‘man’ in his different facets, as 
stupid, callous, cruel, genius.  
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This collage of ‘man’ in his different aspects formed the subject of 
a Satabdi workshop in the latter part of 1978. The members collected 
news clippings and notes of their reactions related to these aspects of 
man’s stupidity, callousness and so on. (x) 
Hence, it is a documented fact that after collecting these bits of material, the members 
of Satabdi conducted workshops. In Sircar’s view, the bits of materials on which 
group members were conducting workshops were the “cruel absurdities” among which 
common men live (On Theatre 125). These absurdities according to Badal Sircar are, 
Enormous wealth and immeasurable poverty existing side by side. A 
devastating flood ruining hundreds of thousands in the villages, and a 
huge crowd of fans gathering to see the film stars raising donations in 
Calcutta for flood-relief. Construction of the underground railway in 
Calcutta, and 90 per cent of the underground water remaining 
untapped, rendering most of the arable land mono-crop. Satellites in 
space, and one human being dying of starvation every four seconds in 
this world. Riots and war. Democracy and police brutality. The 
stupidity of man, the cruelty of man, the achievements of man, the 
indifference and callousness of man-not just in this country but in the 
whole world. (125) 
But soon the Satabdi members realised that their collage is unable to express the fact 
that man can protest and revolt against these absurdities and oppressions. So, with the 
consent of all it was decided that the protest of man would be introduced with the 
concrete image of the Santhal rebellion. Suprakash Roy, a member of the group, was 




If we make the struggle of man the central theme, should we show 
revolt in general, or should we take up a specific revolt from history? 
A specific revolt-was the answer. Which one? Somebody suggested the 
Santhal revolt in the nineteenth century, and the suggestion was 
accepted. As we knew about it only vaguely, research began, while 
workshops on the revolt carried on. (126) 
Sircar wanted to show the revolt from the point of view of a contemporary person who 
belongs to the city, is educated and comes from the middle-class community because 
he wanted to link that revolt to present-day reality. In Sircar’s view, the problems 
faced by middle-class people in their daily lives, such as difficulty in getting a proper 
education, appearing for different examinations, or getting jobs etc. are crucial for 
their survival. Sircar, while reading newspapers came across “. . . accounts of cruelty 
and brutality, injustice and blind prejudice, ruthless exploitation and senseless killing . 
. .” which disturbed his breakfast (127). But due to his own busy daily routine, he 
forgot all these brutalities and injustices. In Sircar’s opinion, these incidents were not 
easily forgettable and 
. . . a disturbing element remains at the back of my mind, insignificant 
at first, but growing gradually, clashing with my day-to-day activities, 
with my self-centred aims and goals. At a certain point in my life, I 
happen to come across the history of the Santhal revolt, and that 
disturbing element within me gets strengthened, threatening to affect 
my so-called ‘sane’ choices. That is the way we should link the Santhal 
revolt of the last century to our present-day experiences, through the 
experience of a protagonist of our kind. (127) 
After deciding all this, an important question arose; what is a protagonist and how 
will he present both the past and the present situations? This issue was resolved 
during workshops conducted for this purpose; 
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At one point in the process, the suggestion of having a dead man or, 
rather, a slain man, was put forth and was accepted. His whole body 
would be dressed in white and his head and face, including his eyes, 
would be covered with bandages, and he would not utter a single word. 
He would enter and exit from time to time, all the others would remain 
in the arena throughout. The fact that he has been killed should be 
established right at the beginning, and we decided on the way to do it. 
(128) 
Thus, it is clear from the above description that the play Stale News is the result of 
Sircar’s hobby of collage making. This collage helps in putting various problems 
before the audience in a single play. It is also evident that in the making of the play the 
suggestions and endeavours of all the Satabdi members were equally important. They 
were not only involved at the level of acting but also at the level of thinking and 
giving suggestions. This has been stated by Sircar himself as well,  
This play has been made by the group collectively. At a later stage, I 
made a script on the basis of the materials collected and the decisions 
made. Whatever I contributed, I did during the process like any other 
member and not when I made the script. As such I am not the author of 
the play, at best the editor. Making a script in this way is a unique 
feature in the history of our group, and also what makes it a unique 
voyage. (129) 
Stale News, as a Third Theatre play, is anti-proscenium in nature. The 
performers and spectators are not separated by the use of light and darkness. There is 
no difference of height between the acting arena and the sitting area. This play is also 
written keeping in mind the chief characteristics of Third Theatre, namely portability, 
inexpensiveness and flexibility. To quote Subhendu Sarkar, “Again, by dispensing 
with the entire paraphernalia of naturalistic theatre-props, costume, make-up, 
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spotlights, and artificial sound system-Sircar’s theatre became portable for it could be 
carried anywhere with ease” (xxiv). The play can be successfully performed both in a 
closed space as well as in the open air. There are no large sets and sceneries used in 
the performance of Stale News. The performers perform without make-up and 
costumes. They are in daily wear during performances and use their body to portray 
various scenes. The play also does not observe the unities of time, place and action in 
the conventional sense. There are various scenes in the play Stale News where one 
dialogue shows the present day situation while the other portrays the Santhal revolt 
simultaneously: 
What? Are you leaving already? Won’t you have a cup of tea? Hey, 
Haren! It’ll be here in a minute. Why don’t you wait just a little. . . .  
CHORUS. (whispering). Damin-i-ko. Damin-i-ko. Damin-i-ko. 
ONE. I have my examination. 
CHORUS. Barhait. Barhait. Barhait . . . .  
ONE. Examinations right ahead. 
CHORUS. Diku. Diku. Diku. 
ONE. (shouts). Final examinations! (Sircar 100) 
The performers are assigned numbers and not names in many of Sircar’s plays. 
This is another characteristic feature of Sircar’s Third Theatre plays. The purpose is 
twofold: firstly, it minimises the number of actors and secondly, it utilises the 
maximum potential of the actors. These actors perform more than one role in a single 
play. They serve as the chorus wherever necessary as well as act individually and also 
in a group. In the present play, the actors from ONE to EIGHT perform different roles 
in different situations. Sometimes, they act as Santhal rebels and sometimes as modern 
men. On other occasions they perform the roles of Raja Rammohun Roy, 
Bankimchandra Chatterjee and Swami Vivekananda. Thus, assigning numbers to the 
performers becomes a useful method of utilising the potential of the actors.  
Conveying different situations through the use of the human body and voice 
and not through elaborate sceneries and dialogues is another characteristic of Badal 
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Sircar’s Third Theatre which is also found in the play Stale News. In Sircar’s view, 
“The spectators have always come to theatre ready to use their imagination to fill in 
the gaps. They are prepared to accept the stage as a stage and the attempt of the 
theatre-realist to delude them into believing that it is not a stage is in vain and 
unnecessary” (On Theatre 13). This is why Sircar gives full freedom to the spectators 
to use their imagination by minimising the use of dialogues and stage props. This 
device is also useful in achieving the maximum participation of the audience. In this 
play, there are several situations which are expressed by the performers largely 
through body movement. In the very beginning of the play Stale News, the birth of a 
child is beautifully performed by the actors: 
There is a long scream-beginning at a high pitch from female voices, 
followed by male voices at a lower pitch. Some of them lie down on 
their stomachs, others stand between them, their legs wide apart, 
making a tunnel of backs and bent legs. ONE appears at the entrance 
to the tunnel, he is dragged and pushed through the tunnel till he 
emerges at the other end of the tunnel-as if born into the world. (Sircar 
93) 
Another example of communicating situations through physical movement is the 
reading of news being directed by The Dead Man, a character in the play Stale News. 
Sircar defines this process as follows, 
As we went on working, the role of the non-speaking dead man 
acquired more and more importance, and ultimately it was he who 
offered the solution to the problem of reading books and papers. It was 
decided that the dead man would hold his palm in front of the eyes of 
the protagonist at reading distance, and the latter would follow the 
hand, reading out, like a hypnotized person. The right palm would be 
used for contemporary newspaper items, and the left for the accounts 
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of the Santhal revolt. Once this was established, we could easily use 
other devices to project the lines related to both the periods. And 
towards the end of the play, the dead man would go on holding his 
palms alternately in front of the eyes of the spectators one by one, 
when the two periods would be finally linked up. (On Theatre 128) 
As highlighted in the above quotation, The Dead Man links the suffering and 
exploitation of the subalterns during the colonial period with their suffering and 
exploitation in the post-colonial period and in this way serves a very important 
purpose. There is a scene in the play Stale News where the life of the Santhal people is 
portrayed very aptly by the chorus by using gestures and voices,  
They all gather on one side. Sound of tribal drums. Travelling from 
one country to another. Then they spread around, some of them 
becoming seeds, and crops from seeds. The others remain men, 
watching, learning. As the words come, they get into movements of 
work, and gather at a corner. (Sircar 96) 
So, by using this device Sircar minimises the use of dialogues, costly stage 
paraphernalia and costumes. It also provides a great opportunity to the actors to exhibit 
their acting skills. 
Use of Living Newspaper Theatre technique is very frequent in most of Badal 
Sircar’s Third Theatre plays. In this play as well he makes use of this technique. This 
form was popular in the West and “. . . Indianized by Sircar has become a distinctive 
feature of street plays” (Srampickal 127). In this theatre form, the performers recite 
facts and figures about the current situations one after the other. This form is used by 
Sircar to fulfil his aim of making common people aware of their exploitation through 
his theatre. An example from the play Stale News will clearly illustrate this point: 
TWO. According to a survey on bonded labour, or men who have been 
forced to sign bonds enslaving themselves for life, there are 
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555,000 of these in Uttar Pradesh, 467,000 in Madhya Pradesh, 
325,000 in Andhra Pradesh, 2,50,000 in Tamil Nadu, 193,000 in 
Karnataka, 171,000 in Gujarat, 111,000 in Bihar, 105,000 in 
Maharashtra, and 67,000 in Rajasthan. . . .  
THREE. 70 per cent of the population of West Bengal live below the 
poverty line, and 95 per cent below the basic nutrition line. . . . The 
Minister of Education has estimated an expenditure of Rupees 280 
millions for the proposed Asiad to be held in Delhi in 1982. . . .  
FOUR. In the third devastating flood in a row, 1,52,55,000 people have 
been affected in West Bengal. In the two previous floods this year 
a total of about 5.7 million people were affected. The State 
Government has information of 813 dead and 765 lost, till date. . . . 
(Reading from the newspaper) The Bombay film stars have made 
impressive collections in their fundraising campaign for the 
floodstricken people of West Bengal. . . . 
FIVE. 92 per cent of Indian children live below the poverty line. 120 
of every one thousand newly born children die every year. (Sircar 
118-19) 
The play Stale News abounds in such examples. Living Newspaper Theatre Technique 
is used by Sircar-the propagandist-as a tool to make people aware of the real situation 
by providing them actual facts and figures. The final analysis is in the hands of the 
spectators who are free to decide what the reality happens to be and how the common 
men are exploited by the ruling class. 
Another characteristic of Sircar’s Third Theatre plays is that the dialogues are 
often, though not always, short. Sircar believed that if the characters are assigned to 
speak lengthy dialogues they would not concentrate on communication through 
expressions, gestures and bodies. Also in order to “. . . enhance the idea of group 
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acting, a lengthy speech is often broken up, thus adding to the dramatic quality of the 
play” (Sarkar xxx). Some examples from Stale News aptly illustrate this: 
FIVE. According to scholars, they were the first in India . . . . 
SIX.   . . . . to cut down the forests and set up homes . . . . 
SEVEN.   . . . . and eventually discover agriculture. 
EIGHT. Their agricultural society . . . . 
ONE.   . . . . through thousands of years uninterruptedly . . . . 
TWO.   . . . . continued till the eighteenth century almost without any 
change. (Sircar 96) 
The above information could be given by one actor but Sircar decided to convey it in 
six dialogues. The reason for doing this is that if the above dialogues are assigned to a 
single actor it will affect the idea of group acting because the characters speak as well 
as perform simultaneously, following a rhythm. Another conversation is as follows: 
Hei Hoop. . . .  
THREE. Her Majesty has said . . . . 
FOUR. The Viceroy has said . . . .  
FIVE. The President has said . . . . 
 SIX. The Prime Minister has said . . . . 
SEVEN. The State Governor has said . . . . 
EIGHT. The Chief Minister has said . . . . 
CHORUS. Will not be tolerated. Will be crushed with a heavy hand. 
(97) 
The above lines are spoken by the actors after performing a dance. If a long dialogue 
was given to one actor after the dance he would not be able to deliver it properly 
because he would be tired at that time. So, to maintain the rhythm of the action and to 
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properly convey the message to the audience, brevity of dialogues is necessary for 
Badal Sircar.  
 Thus, the play Stale News is a successful attempt by Sircar to depict the real 
plight of the subalterns, both during colonial and post-colonial periods. Through this 
play, Sircar tried to convey the message that no initiatives will be taken by the 
powerful people to improve the conditions of the powerless. It is in the hands of the 
common people to react against injustice and oppression; “Death, blood and fear rule 
over this land. Everyone knows what happens and will happen behind the bars of the 
prison. Why don’t you scream? Is it still not the time? Is the time still not ripe?” 
(Sircar, SN 138). To make the every commoner aware of the oppression of the 
subalterns, Badal Sircar’s Third Theatre plays a very important role. The form of 
collage, freedom to pay or not, the common daily wears, the portability and anti-
proscenium nature, full utilisation of human body and the repetition of dialogues are 
the major features of the Third Theatre that are very helpful in conveying the message 
of the play in the easiest possible way and also in leaving an indelible impression on 
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One of the most important playwrights of post-independence Indian drama, 
Badal Sircar successfully utilised theatre as a medium to make the common people 
aware of the existing contradictions in society. In the present thesis it has been argued, 
among other things that his plays are, thematically as well as technically, reactions 
against the exploitation of the Indians by the British rulers in India and written and 
performed in response to the British style proscenium theatre. The government of 
independent India, Sircar believed, continued the policies of the coloniser in many 
ways. Thus, the exploitation and suffering of the lower strata continued. Sircar’s 
intention, through most of his plays was to make the ordinary people aware of their 
victimisation and create in them the awareness which would inspire them to break the 
shackles of exploitation and bring about revolutionary changes in society. Sircar, to 
some extent, was successful in his mission. Another noteworthy point is that, in spite 
of his Leftist leanings, Sircar never assumed “the role of an agitator” (Sarkar xxxiii) 
He, as a propagandist, chose to present multiple problems as an integral whole and 
endeavoured to portray the contradictions found in society through his plays. Sircar’s 
Third Theatre proved very helpful in presenting the various problems before the 
audience and forced them to ponder over the contradictions and asphyxiating 
conditions of survival. Sircar’s contemporaries such as Girish Karnad, Vijay 
Tendulkar, Mahashweta Devi, Asif Currimbhoy and several others were also 
concerned with the social problems of the times, specially the issues of the lower and 
marginalised classes and dealt with them in their own ways.   
In the early post-independence scenario, when Indian society was passing 
through a transitional phase and had not recovered from the three hundred years of 
colonial rule, Badal Sircar’s plays came as a welcome relief. Though his early plays 
like And Indrajit, There is No End, That Other History and The Third Millennium 
were written keeping in mind the characteristic features of the proscenium stage, they 
also dealt with the suffering unleashed by colonisation on the inhabitants of India. In 
the initial years of his dramatic career, Sircar depicted the life of city-bread middle 
class people through his plays. But when he came into contact with the rural life in 
India in the decade of 1970, he began writing plays for the village people. The 
characters of a number of Sircar’s plays are based on real life people he met with in 
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the villages of Sundarban, Santhal Pargana and in other villages while fulfilling his 
duties as an engineer and also during the performances of his plays. Sircar’s anger at 
the harm caused to Indian society by the British and the miserable condition of the 
poor masses compelled him to resign from his job and devote his entire time to theatre 
because in his view theatre can function as one of the strongest tools of social change 
by creating awareness among people. With the purpose of making the lower and the 
lower-middle strata aware of their exploitation, Sircar decided to write in his mother-
tongue Bengali. Some of the responses from the spectators after watching his plays 
illustrate clearly that the working masses are able to understand Sircar’s point. Sircar 
shares the responses of the spectators during and after the performance of Procession 
in Kapastikuri, a village in West Bengal,  
There was pin-drop silence and rapt attention during the whole one-
hour performance. At the end of the play, we sing a wordless melody, 
holding hands, and invite the audience to join us. An old Santhal came 
up with tears in his eyes and instead of holding hands, he embraced the 
actor. (116-17)  
This and some other responses mentioned by Sircar, such as the response of the man 
who walked miles with him and his group when they visited a village to perform their 
play, the beggar woman who contributed the five-paise coin and the reaction of the 
field labourer in Rangabelia village are helpful in coming to the conclusion that Sircar 
and his theatre have achieved success in their mission to a certain extent. The 
reactions from the people of the lower strata make it clear that in spite of being 
illiterate, they understood the intentions of Sircar’s plays. Another reaction from a 
labourer while discussing the play Bhoma supports this view, “There was nothing in 
the play that we people would find difficult to understand, maybe the rich would not 
understand it” (117). Sircar was of the opinion, as said earlier, that British rule made 
the life of the working class miserable and it is up to the common people to 
understand this and make an effort to improve their conditions. Little or no initiative 
in this connection will be taken by the privileged classes because they are busy in 
making their own profits. This is the reason why Sircar wrote a number of plays, 
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focussing on the condition of the peasants, workers, labourers and lower-middle class 
people. 
Badal Sircar’s plays are postcolonial since they not only question, but also 
negate the Euro-centric vision of India and Indians. Euro-centrism is a process by 
which Europe and its cultural assumptions are considered as natural and universal. 
According to Jose Rabasa, the first sign of Euro-centrism was traced while 
constructing the Mercator Atlas that was “. . . a projection that favoured the European 
temperate zones in its distribution of size” (Ashcroft, Griffiths, and Tiffin 91). In this 
map, Europe was located at the top and got a centralised position as “. . . the source 
and arbiter of spatial and cultural meaning” (91). By the eighteenth century, when 
Europe was conquering other parts of the world, it was establishing the superiority of 
European culture and value system simultaneously. European colonisers promoted 
Euro-centric norms through exploration, conquest and trade till the middle of the 
nineteenth century. Euro-centrism was promoted by insisting upon the superiority of 
the knowledge of European scholars and intellectuals in colonialist institutions such 
as schools and universities, through civil services and legal codes and by establishing 
the authority of European systems and values over indigenous systems, cultures and 
values in countries that were colonised. Euro-centrism is also present in the assumed 
superiority of Western mathematics, cartography, literature, history and several other 
cultural and social practices. But eventually during and after anti-colonial resistance 
movements, this Euro-centric vision was rejected by the scholars and writers of the 
colonised lands. Refuting the superiority of Western imperialism, culture and value 
system as a master narrative, is an important trait of postcolonial literature. Badal 
Sircar, as a writer from a post-colonial nation state also discarded Western 
imperialism as the master narrative through his plays in which the colonial other is no 
more subordinated and marginalised and is no longer considered inferior or outside 
the power structure. He rejected the superiority of European values and Euro-centric 
norms by writing, among other things, a counter narrative in which he portrayed the 
native or folk culture of India and the negative effects of colonial rule. Instead of 
praising British rule, British culture, social structure and value system Sircar 
denounced them, upholding Indian culture, social structure and value system and 
concentrated on the problems of Indians through his plays. The chief problems dealt 
with in his plays such as in Procession and Bhoma are corruption, black-marketing, 
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individualism, industrialisation, feeling of rootlessness, materialism, selfishness and 
exploitation of people who are weak and outside the power structure. These, Sircar 
believed, are some of the negative effects of colonial rule. Sircar criticises British 
colonial rule as a result. As a counter-narrative of Western imperialism, the play 
Procession denounces capitalism, which Sircar believed was the economic policy 
introduced by the British coloniser in India. In the play Procession, Sircar reacts 
against British imperialism also because it divided the country on religious grounds 
and ultimately led to the partition of India. In the play Bhoma, the British were 
condemned by Sircar for introducing their materialistic ideology in India that made 
Indians self-centred. Sircar highlights how the British divided Indian society into 
cities and villages, motivated by material gain. Here, he reacted against the British 
coloniser because of the policies of exploiting the village community and developing 
the cities at the cost of the villages. Sircar also highlights his belief that the 
exploitation of the villagers and peasants continues due to the faulty schemes of the 
present government of independent India since these schemes are, to a large extent, 
based on the policies of the coloniser. In the play Stale News, Sircar condemns British 
rule because under the control of the British the barter-based economy of the Santhals 
begins to crumble. It can be concluded that in Stale News Sircar also presented the 
struggle of the subaltern people during colonial rule from their perspective and not 
from the point of view of the British coloniser, as “. . . a counter-narrative in which 
the colonial cultures fight their way back into a world history written by Europeans” 
(Abrams and Harpham 238). Sircar, in most of his plays condemns the British rule in 
India because he believed that the European culture and value system imposed by the 
British colonisers on Indians was responsible for destroying the almost self-sufficient 
and glorious structure of Indian society and also for making the condition of common 
people miserable. Hence it is clear that British rule affected Indian society adversely, 
according to Sircar. Some other plays of Sircar such as And Indrajit, Ka Cha Ta ta 
Pa, Khat Mat Kring and Proposal also focus on the negative results of the imposition 
of Euro-centric norms and systems on Indian society, such as the problem of socio-
political violence, the rise of religious fundamentalism, and materialism. These are the 
harmful effects of the policies of the British colonisers that damaged Indian culture 
and society. Thus by presenting these situations and problems, Sircar protested 
against Euro-centricism.  
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Badal Sircar’s plays highlight the formation of the colonial and post-colonial 
subject within colonial discourse such as a discourse is an instrument of power by 
which powerful groups establish their dominance by “. . . imposing specific 
knowledges, disciplines and values upon the dominated groups” (Ashcroft, Griffiths, 
and Tiffin 42). Colonial discourse implied the centrality and superiority of Europe and 
European history, language, literature and technology. In all the plays analysed in this 
thesis, Sircar shows how the British coloniser successfully created groups of 
subjugated and marginalised people by imposing their superiority. By the introduction 
and execution of their own systems like capitalism, industrialisation, modern 
technology and machinery such as steam engine, spinning jenny and power loom, the 
British coloniser not only highlighted the superiority of Europe but simultaneously, 
made the condition of the peasants, cottage industry workers and labourers of India 
pitiable. This created a huge gulf between the rich and the poor. Capitalism and the 
policy of Permanent Settlement ruined the farming sector and in many cases deprived 
the farmers of their land. The landless farmers moved to cities to work as labourers in 
the industries and factories, established by the British. But modern technology and 
machinery used in these factories soon replaced human power with machine power, 
and made the condition of the labourers much worse. These problems have been 
highlighted in the plays Procession, Bhoma and Indian History Made Easy. Setting up 
of Western English medium educational institutions, introduction of European 
cultural values and civilisation through them created a group of native elite who were 
privileged and in alliance with the British coloniser in the exploitation of the working 
classes. This also created a group of subalterns who were oppressed and 
impoverished.  The condition of the subaltern groups, according to Sircar’s plays, has 
become more pathetic after the achievement of independence because the exploitative 
policies of the colonial masters were continued by the government of independent 
India. This formation of the colonial and post-colonial subaltern subject through 
colonial policies and discourse has been dealt by Sircar in his play Stale News. 
Ideological State Apparatuses such as religious, educational, political, legal, and 
cultural are the important tools of Western discourse in subject formation both during 
and after colonial rule, that are offered by the dominant group to divert the attention 
of the working masses from the harsh and obnoxious realities of life as exemplified in 
the play Procession so that the common people act in accordance with the dominant 
ideology.      
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Badal Sircar’s plays focus on the violence of colonisation and resistance. 
Indian History Made Easy and Stale News delineate the violent ways used by the 
coloniser in order to establish and retain their control over the colonised land as well 
as the subjects. In Indian History Made Easy, Sircar highlights that the greed for more 
profit led the British coloniser to adopt cruel policies due to which the working 
classes were forced to live a miserable life. The Permanent settlement, the fixation of 
the upper limit of revenue and ruthless ways of collecting revenue were the strategies 
that were responsible for thirty-one famines and the death of one-third of Bengal’s 
population. Stale News depicts, among other things, how people of the Santhal tribe 
were made slaves by the money-lenders who were, in a way, in league with the 
British coloniser. These money lenders forced the poor people who were indebted to 
them, to work for them, often flogging them and threatening them with hunger and 
conviction. While highlighting the Santhal revolt as their struggle for freedom in Stale 
News and anti-colonial movements in Procession and Indian History Made Easy, 
Sircar focuses on the violence of colonisation and resistance. Procession also 
mentions the anti-British resistance struggles in India such as Non-cooperation, 
Satyagraha and Quit India movements. Indian History Made Easy mentions the Quit 
India movement and Stale News depicts the revolt of the Santhals which was due to 
the unbearable exploitation by the British. Though their uprising was suppressed 
mercilessly, their resistance created a sense of panic among the British and the native 
elite. In Sircar’s view, the removal of the colonising power is not enough to regain 
political and economic independence and equality. The systems left behind by the 
coloniser, which were not only unsuitable for India but also oppressive and 
exploitative also, required to be replaced. Sircar believed that one such system is 
capitalism whose subversion is necessary. Instead, communism which promotes the 
equal distribution of wealth and means of production, opposes capitalism, emphasises 
the importance of human labour and aims at bringing about a classless society should 
be implemented. This is the reason why in Procession the aim of one of the 
processions to discard capitalism that has been used to subjugate the masses. 
Rewriting the history of the colonised land from the point of view of the native 
population by the writers of the post-colonial nations is one of the features of 
postcolonial literature which one finds in Badal Sircar’s Indian History Made Easy 
and Stale News. They are a rewriting of Indian history from the point of view of the 
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Indians. During colonial rule in India, history was written by colonial historiographers 
keeping in mind the perspective of the British colonisers. Also for these 
historiographers, only the white European males were the subject of history. The 
British colonial rulers were praised by the historiographers because the coloniser 
brought political unity, modern educational institutions, industries, and the rule of law 
in India. The bourgeois nationalist elite historiographers of India were also influenced 
by these colonial historiographers presented a similar history, since they were the 
ideological products of British rule in India. These Indian historiographers wrote 
history from the point of view of the British as well as Indian elite and negated the 
perspective of the common masses. Badal Sircar’s plays are a reaction against this 
colonial bourgeois historiography because he was a champion of the common masses 
and wrote his plays bearing in mind the views of the subaltern groups. In his play 
Indian History Made Easy, Sircar rewrites the three hundred years of colonial rule in 
India and focuses on the oppression and the oppressive strategies implemented by the 
coloniser from the point of view of the common masses. According to colonial 
historiography, British rule was very beneficial for Indian economy largely because 
the British established industries in India and India’s trade with other countries 
reached its zenith during colonial rule. The Indian political system also improved 
during British rule since before the advent of the British, India was divided into 
different states under different rulers and the British coloniser introduced the idea of 
India as one nation state among Indians. But according to Sircar, as depicted in the 
play Indian History Made Easy the British were the worst kind of rulers because they 
fragmented Indian social structure and made the condition of farming, villages and the 
subaltern groups miserable. In Stale News also Sircar rewrites Indian history 
highlighting the views of the Santhals who revolted against the exploitation by the 
British coloniser and fought bravely to regain their rights. While, in colonial records 
the revolt of the Santhals was manipulated by stating that superstition was the cause 
of this revolt. Thus, Sircar’s plays have rewritten history keeping in mind the 
viewpoint of the Indian subaltern groups.  
Categories of difference created by the coloniser are focussed upon by Badal 
Sircar in his plays. The British considered themselves superior and the Indians 
inferior and highlighted this relationship in terms of binaries. In this binary opposition 
or category of difference, Britain was at the centre while India occupied the marginal 
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position. The British projected themselves as superior, civilised and modern and the 
Indians as inferior, savage and primitive. This was in keeping with the Occident 
presenting itself as superior, strong and powerful and the Orient as inferior and weak. 
These categories of difference or binary oppositions are documented by Badal Sircar 
in his plays Indian History Made Easy and Stale News. Indian History Made Easy 
highlights that the British coloniser introduced the modern and civilised modes such 
as science, technology, industry and English education in India since India was, 
according to the British coloniser, a primitive and underdeveloped country. In the 
view of the British coloniser, the Indian educational system that was based on the 
ancient Indian cultural traditions was inferior and out-dated while the English 
education system was an advanced one, that promoted a civilised way of life. The 
West is the seat of knowledge and learning, as projected by the coloniser, while the 
East is the place of ignorance and naiveté. That the British side-lined India’s own 
education systems and imposed their own systems so as to control the colony better, is 
thus highlighted by Sircar. In Stale News, Sircar shows that the British colonisers 
projected the Santhals as barbarous and superstitious and themselves as civilised and 
rational. According to the records kept by the British, the Santhals believed that one 
of their gods was expected to appear near Sreecond and “. . . that it is his intention to 
reign as a King over all this part of India” (qtd. in Guha 5-6). So they revolted in 
support of their god. While the real reason for this uprising was far more different. 
The self-sufficient life of the Santhal people was destroyed by the British coloniser by 
introducing the group of money-lenders who gave them loans on very high interest 
rates. If the Santhal people failed to return the amount of loan they had taken, they 
had to suffer unbearable punishments and tortures such as flogging, rape of their 
women and even capital punishment. They would be deprived of their property as 
well. In order to break the shackles of exploitation and tortures the Santhals revolted 
while according to the records of the British coloniser, they revolted due to their 
superstitions. Thus, the plays of Sircar expose the discourses of difference used by the 
coloniser.     
Badal Sircar’s Third Theatre plays are successful from the postcolonial point 
of view because the Third Theatre is, among other things, also a mode of resistance. 
The anti-proscenium nature of Badal Sircar’s plays challenges and backgrounds the 
“Eurocentric norms of literary and artistic values” (Abrams and Harpham 238). 
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Sircar’s dissatisfaction with the proscenium arch theatre established by the British 
coloniser forced as well as encouraged him to discard it and to establish his own 
theatre form, ‘The Third Theatre’ that is inexpensive, portable and flexible. The 
purpose of establishing an inexpensive and portable theatre form was that it could 
reach the common masses and make them aware of their victimisation and unjust 
treatment. This awareness would encourage them to work for their own upliftment by 
challenging this unfair treatment and bring about a revolutionary change in society. 
The separation of the performers and the spectators by light in the proscenium theatre 
halls, distance between stage and sitting arenas, and illusion of creating a picture 
frame image through proscenium arch were some of the drawbacks of proscenium 
theatre according to Sircar that hindered him from fulfilling his aims. Thus, by way of 
a long thinking process and different stages, Sircar developed such a theatre form that 
negated the Euro-centric norms of artistic and literary values. In order to explore the 
maximum potential of the performers, to present the maximum number of problems 
of the society of his times before the common masses in an easy and interesting way 
and to formulate such a theatre form that could depict the issues at the minimum cost, 
Sircar adopted the most suitable features of the Indian folk and Western experimental 
theatre forms for his purpose, while developing his own theatre form. To fulfil his 
aim, Sircar also developed techniques of his own such as the collage form. The 
involvement of all the members of Satabdi in developing the plays, anti-proscenium 
nature, audience participation, direct communication, brevity of dialogues and use of 
body and voice to depict different situations instead of props, tape recorders and 
plastic elements are some of the techniques of the Third Theatre that proved helpful in 
fulfilling Sircar’s mission of making the common people conscious of their socio-
economic oppression. Thus, by negating the British style proscenium theatre form and 
by developing a theatre form that is helpful in reviving the Indian folk tradition, Sircar 
resisted the Euro-centric norms of literary and artistic values. 
It is clearly visible from the plays of Sircar that by writing in Bengali and not 
in English, he resisted the linguistic domination of the coloniser. According to Frantz 
Fanon, as argued in his book Black Skin White Mask, during colonial rule, a feeling of 
inferiority of the local culture, mother-tongue and native tradition is created by the 
coloniser among the colonised people. It is further instilled by the coloniser that if one 
who is colonised wants to elevate himself “. . . above his jungle status”, he must adopt 
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“. . . the mother country’s cultural standards” (Fanon 9). Fanon himself reacted 
against the adoption of colonial language by the colonised masses to shape their 
identity. Ngugi wa Thiong’o also opposes the language of the coloniser and states that 
writing in English is like promoting the neo-colonial mentality. He opines that 
English affected the thought pattern of the people of the colonised land and that they 
started to see the world in the coloniser’s way. With the passage of time and even 
after the achievement of independence people believe the colonial systems to be 
friendly and are unable to see how these systems have not only sabotaged their own 
systems but are also highly unsuitable in many ways. These are the reasons why 
Ngugi wa Thiong’o himself denounced English and decided to write in Gikuyu and 
Kiswahili. Like Ngugi, Badal Sircar abandoned the language of the coloniser and 
decided to write in his mother-tongue Bengali. In Sircar’s opinion, writing in the 
coloniser’s language would mean fostering their ideology and culture. Consequently, 
in spite of being born and brought up in a city and receiving an English education, 
Sircar wrote his plays in his mother-tongue. He also wrote in his mother-tongue 
because, in his opinion, it was the language of the common folk who were largely his 
target group. By the middle of his dramatic career Sircar dedicated his theatre 
completely to the lower strata who, in the absence of proper education, are unable to 
understand the language of the coloniser. Sircar’s plays are postcolonial also in the 
sense that they reject the linguistic domination of the British coloniser. 
Thus, it is evident that the plays of Badal Sircar are successful from the 
postcolonial perspective. In a nutshell, it can be said that Sircar as a postcolonial 
writer reacted against the British coloniser and championed the cause of the subaltern 
group because this group was the most suppressed and down-trodden group during 
colonial rule and continued to suffer even after India regained independence. Badal 
Sircar stands tall among his contemporaries because he committed himself to do 
theatre not for the sake of entertainment but for conveying his message to the 
common masses so that they would make efforts to counter their exploitation and 
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